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INTRODUCTTION *‘A "

. Effective publiec—communication—can.serve-you-and_... ... .
your organization in many ways. It can help you elect
a candidate, raise funds for a community center, publi-
cize a city-wide clean-up day, sell out a cancert, or
get people involved in efforts to improve the qyality ‘
of public education. ‘ -

Many fine books tell you how to do the technical

and creative chores of public communication. Few books,

unfortunately, explain in simple terms how:to plan.

. Professional advertising, public relations and media
people have many “"tricks -of the trade" up their sleeves
to simplify -the planning process. Lack of proper plan-
ning, on the other hand, too often puts the citizen at
a distinct disadvantage in the f4erce competition for
public attention. '

) In this book I've tried to lay out a'step-by-step
system to help you plan and carry out public communica-
tion campaigns that really work. I've emphasized think-
. ing, researching, deciding and organizing rather than k///
- writing, designing, photographing, ot editing because ,
-+ this 1is where I think the real need exist's. /,——
]
While the heavy stress is on planning, many specific
i how-to tips are included throughout the book.to help
! you put theory into practice. I do wish there were
! space for more of these_practical tips, but such is not
< the case.
Many gracious people helped me put these-words and
"ideas together. My fine editors at the Institute "for
Responsive Education, Barbara Prentice and Bill Burges,
deserve special thanks. Laurie Beckelman was a pene-
trating critic at various stages of the.manuscript and
contributed valuable creative work of her own. For
reasons that go beyond words P'd like to express deep
. regard and gratitude to a fine teacher, B}11 Rivers; a
dear,tolleague, Donis Dondis; and a treasqred friend,
Dean -LaCoe. Finally, my humble. appreciati o the many
students who have taught me, with special mentijon to
‘Faith Miller who helped compile the reading 1i

.[\7 ' I3 , . -~
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Chaptcr 1

Everything you do‘or don't do, say or
don't say, says something to someone
A

Chances are you want to change the way some peo-
ple think, feel, or relate to schools in your communi-
ty or you wouldn't be bothering with this book.

- If you want to change peopleJ.yhere)auone essen- '

tial thing you have to do. You halve to commuhicate.

If you want to change the way people think or-feel, -
you first have to get thelir attention. Then you have
to hit them with new information or, at .least, old in- o
formation recycled into a logical, novel, or persuasive - -
package. .

If you want to change the way they act, you have
.to get their attentiom, .then offer them incentives.
Whether you believe in carrots or sticks is beside .the i
point. In either cas& you give people information that ™"
spells out the details of your incentives. .

You have to communicate, in other words, and that's -'. ‘e
what this book is all about -- communication and how = .
to use it to get your way (or at least exert a little . ° .
influence) in the educational po[iﬁies of your. communi-
ty. ’ . ‘ o

‘ ’ . ‘T
It's impossible not to communicate something when% .
-ever you deal with people. Even when you keep your - "
mouth shut, believe it or not, you're communicating all
over the place. On the other hand, it's bloody hard
to communicate just exactly what you want to communi-"’
cate. » : . o
Communication for a purpose, or communication to
get things done, is not as easy as you might think.
If you've gone through a few years-of marriage, or if

you have a teenager in the house, you already know
how hard it is at times to communicate with;people you

- :

v o ' : . '8.1
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know and love. Part of the problem is that most of us
are more interested in talking than listening. But
for communication to happen there needs to be at least
two people--a talker and a listener. It's best, in
fact, if they take turns. You might say that real
communication begins with listening--listening with
the openness and sensitivity needed to understand
where the other person is coming from, to understand
the other person's point of view, needs, feelings, and
problems. :

To inf}uence educational. po]icy you have to lis-
ten and taTk with people you don't know and will prob-
ably never even meet face to face. This is called
public communication. [t's definitely harder than
personal communication. And it also begins with Tis-
tening. _ ‘
. You may be wondering what I meant when [ said
that it's impossible not to communicate something
whenever you deal with other people. Imagine that you
ask your daughter how things went at school and all:
you get is silence or an evasive answer. Isn't this
“fajilure to communicate" itself a form of communica-
tion, a tip ‘that something's -wrong or someth1ng s on
her "mind?

So you bring in other information to try to figure
out what to say next. Is it report card day? Has
your child been having problems with other children?
Was today the day they picked:the team or assigned
parts for the school, p]ay? You make a gqguess about
what your child is say1ng through her silence and then
proceed from there. This whole process involves com-
munication. Information is being exchanged. It may
or may not be accurate. information., It may or may not
be effective communication. You may guess wrong abcut
what's bothering your child,  for instance, and the way
you respond as a result of your guess may make matters
altogether worse. But it is communication. Indeed,
several quite surprising or unexpected impressions
might be communicated to the new next door neighbor
who dropped in for coffee during tgis conversation:

a) Your child is emotionally disturbed
b) There's a generation gap in your fam11y
c) You spoil your child

' Regardless of the more or 1ess false lmpressions
your neighbor relates later at home, there's a subt]e.
often silent process going on -- a process that can't
.be avoided when people live, work, or play together.
It's called communicdtion and it's as common as the
air we breathe. And sometimes it's Yust as bad. We
can make it better, but not without considerable
thought, planning and effort. It's no different,
really, from anything else worth doing. It’'can be



done if we try. 4

Okay, so you've got a vigorous new citizen organi -
zation and you intend to do something about the
schools. Well, everything you do or don't do, every-
thing you say or don't say, says something to someone.

. Even the fact that your organization exts says differ-
. ent things to different people. If you want to say
things that will really make a difference, that will
accomplish the good things you want to accomplish 1in

your community, you've got to have a public communica-
tion policy that's articulated into a well-conceived
plan and skil)fully -implemented in practice. - o

~




READ," NATCH AND LISTEN

' As central to your success as knowing what audience you
want to reach- s knowing what media' to use and who the ‘key per-
sopalities are within the media. Once you know who you want to
contact in the media, you also need to know how to treat them.
Here are a few tips,on .getting to know the media and the people

who work there:

¢ “\ Read the papers, watch TV and listen to ‘the radio.
Read, watch and listen to things that normally wou]d

not 1nterest you.

Start a file box with cards” for each media outlet.

Addre es and phone numbers;

Type of audience it reaches;

News and public service policies;

Special programs or columns that might offer
coverage for your organization;.

e. The person to whom you should send releases or
other messages. Might include public service
directors, assignment editors, city desk editors,
reporters, producers. When any of these- people
‘help you, thank the They - need encouragement and
feedback. as much as” you do. r

..3. Be courteous. Media professionals have standards,
_ problems, deadlines,.and interests far beyopd you and
. your organization. Don't hound them.
4. If you are in doubt about procedures, call, Media
folks don't bite. In fact, you'll probably get good
advice and maybe even make a friend. .

-

a.
b.
c.
d.

. Y Laurie Beckelman
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Ch r2 -

/  Problems, problems, problems -- the nastiest
" ones are the ones you don't even know you have.

.

Before you even bother witﬁ 4 communication plan,

you have to have a problem -- preferably several tough
problems because then you get to make up a niftier
plan. C . 7 L

e

A problem is 1ike a dense thicket or treacherous
mountain.  You're not exactly surgehow to get through
this unknown territory, but for ohe reason or another
you must, even though you're not exactly' sure what's
on the other side, 1It's at times like this that you'd
Tike to have a map. . :

A plan is like a map. A good one will guide you
safﬁ]y through®your problem. Of courdse 1f you know -
the territory you don't need a map, nor do you need a
plan if you don't have a problem. :

The”nas®™est problems, unfortunately, are the
ones you don't even know you have. Because then you're
likely to get cught in .the middle of the desert with-
out a canteen. ' , . , : :
Before you even think about public communication,
"you should think adout, your problems. 1If you're try-
ing to.change the schools, you already know you've got
lots of problems -- stubborn bureaucrats, those other
paren'ts who're slow to get involved, inadequate khow-.
ledge or information, insufficient hours in the day to
accomplish what you need to do, and the fact that you

belong to five other citizen organizations. .

K . K
X Some problems are caused by laws of nature .-< cars
that wn't start, frozen pipes,, flooded basements, .
stuff like that. o '

Some problems are caused by other people -- 1it-
*+ter, racial discriminatiog, wars, etc.

] v

. .
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~bills, or bad schools. : P ' < .

: Some problems are caused in part-by ourselves, but~
we.think they're caused by other peeple 5- boring com- N
mittee meetings, somgigrquments -and disagreements, o '

"communication breakdoWhs." - ‘

. N L \?";ﬂ\rs.;_.",v.‘.‘_’.- O i 4 v y
There're 'a]way'sz.;_\éﬂﬁ.b&; of %ﬁo‘gﬁ%:n&sieﬁdﬁnd. One
of the fine arts of igblem solving is knowing which B
ones to deal with and which ones to leave alone. Face
it, even Sir Edmund Hillary can on]y‘;]imb one moun-
tain at a time. o .

L J

¢, -Generally speaking, howeven, therelr _really two -

" kinds of problems: ]}”prﬁbTem%WfWE%;sggg themselves : _' .
re _

in time such as colds, adolescence or g ThﬂSurp]u§es
(these problems usually get warse if you tinker with
.them); and, 2) problems that definitely-get stickier

it yol don't do something, such as crabgrass, unpaid -

»
3

. ——.
Pransd

] So,another fine-point of problem so]vihg is_sﬁot-’
ting the differtnce between these two kinds of problems .

" when they both come down on youjat once. Cléarly, you

should only lbse sleep over problems you can personally

do something about. Keep an € on someé of ‘the others,’

however, because when thiings change they -often change

fast : : . : ,
v . ) . . \ ] . . ,

Bne major problem is that eJ;ry problem has
another problem behind it., And that problem has yet
~another problem behind it.  And there are treacherous
shoals here. When some people come up against this
fact they throw up their hands because there are too

many problems to get involved. ” ! S

A skillful pre8Tem solver Kknows that problems of
a feather flock tagether and that somewhere there's a
head turkey. Solve that featherduster and they all
fall into line. Like the lumberjack climbing over the
log jam to find the kéy 18g that's jamming eyerything C

. up. - .

. - )
—— Before you come up with a public communication ~
plan, then, you should analyze your problems. That's .

_technical talk for finding the head ‘turkey or the key

. log or vhatever. :

There are as many ways to solve aﬁ;\given problem
as there are problem solvers. You can go over problems,
under problems,”around problems, through problems, or
you can ignore them altogether. The most elegant ploy
of all, of course, is to define your problem so ‘that P
it becomes an opportunibj;io solve other problems, but o

«- that's an advanced course. - “

 The -best way to solve a probi»m is the way that
takes the least time, cQsts,ﬁhe‘]eaSL money, or




. ) . @ . - .
creates the smallest number of new problems. Yaur
best solution ‘may be better than the best that I can
. doZ-- but I may not have the resources to do it your -
S way. . ' . : .

.

In this vein I won't try}fo tell you about your
school problems, because I've got school problems of
my own. But it's essential that you get to know youf

prob?ems lTike a twin brother before you develop your iy

' public communication plan. Public, communication is' .
- § expensive and time cofsuming and it's.a bummer to find .
R : out that the problem you think you've been addressing . .

is not’' the real problem at all.. .
Here're a few questions that're worth toying Lo
around with: ‘what causes this problem? What problems
does it in .turn cause? Is it a real problem, or a
TTsymptom of another problem? Who benefits from the ' ///—\f
problem? How? Who gets hurt by the problem?. How?
How did your problem come about? What have other '
people done about it in the past? . What worked and
what didn't and why? If you solve your problem, n
what other problems will take its place? How do you .
really feel about your prgp]em? B ‘

Here'ELa,powerfu] way to answer th«ds last question:
- 1f someone were to give you money, how much would he
have to offer to.get you to forget about your problem
‘altogether? This question is particularly penetrating,
because the answer tells you how much time and effort s
you should bte willing to put into solving the problem. C S

-~

> This brings up another inescapable fact of life: S
the ¥olution to any problem™takes time,.money and infor- *
matign. Sometimes you can' substitute extra qantities K
of 6ne of these resources for the other two, buty with-/
out doubt, resources are definitely needed to solve .any
praoblem worth dealing with. With imaanai;on you can’
sometimes motivate other people to use their.resources,
of course, but that, too, is an art in itself.

~ (’L,‘

~—

. If you don't think you have enough resources: to
solve a Rartifu]ar problem, that's a respectable’prob-
lem in its _own right. Sometimes being Short on: re-.
sources is ah advantage because it forces you to be
more imaginative. Nevertheless, if you feel that in-
formation is a problem, go back ‘to Facts For A -Shange.

~ Another useful tool is Finding Facts: Interviewing,
Observing, Using Reference Sources by William L. Rivers.
Chapters seven and eight of this book will.dedl with

time and money problems. , S,

There's one resource that you won't want to do
without, however. That's stubborn determination. to
.see the job through. ; -

Many of the problems ydu']IAfind in education, are
7

v 4 -




~—— L SRE TP } : .

P

* [

‘not necessar11y commun1cat1on prob]ems You'll F1od'

money problems, .legal problems, health prob]ems, moral

-"prob]ems, safety problems, p011t1ca1 problems

Effectlve communica#tion is probably-necessary at -
some po1nt to ;\lve any orie of these prob]ems, indeed,

.to solve:nearly' any social problem you can name. But

it's often not enough. Effective communication.is not
a good substitute for open-heart surgery, well-trained.
teachers or effective traffit laws and enforcement
around your home and schoo]sr ‘Effective communiéation

can

_how ®ther people think B \
behave ‘the way they do. S - R
isteQ/observellearn -,_f\f\\

et

a)Help you understan

or fee® and why the
Let's call this the
solutiony *

b)Inerease the amount "of knowledge someone
or some group of people has -- to 1nform,

)Change att1tudes or how peop1e fee] ;Fout . K
something -- to’ persuade, .

d)Motivate people to take action to change
their ways -~ to influence behavior.

In other words, heart surgeons replace defective ‘

hearts, but effective communication can keep your doc-
tor abreast of the latest techn1ques

Schoo} principals can schedule: parent workshops,
bug effective communication can help pass the word
that gets parents to attend. _ .

Leg1s1ators draft 1aws, but effect1ve communica-
tion gives them sufficient information anq\mot1vat1on
‘to do so respons1ve1y L

Campaign workers stuff ‘envelopes with literature,
but eT?ect1ve communication can motivate them to volun-

teer for the job. )

) L ‘

‘In other words, before you hammer together your
public communication-plan, you should feel confident
that you understand the @ifference between your communi -
cation problems {your need to know, inform, persuade, ,
or influence behavior) and your many other educational
problems.: And.you: should know without a second thought
how more effective communication can -help you soJVe

your oth@r profjlems.
15

T



- L *
h \ ' - 'f : A " Vo o~ o. ..
N A .. . . N - . S ) )
b ' Here's a picture that may give you-some ‘food for.
( . thaught: . L PR y - o
Lo ot ' = L ' v : .
T . N 3 ~ . . 2

' PuBLIC
- OPINION

LECISLATIVE
.ACTION

g

‘ ‘ So, find a problem -- a brooding, menacing knight
of a oblem .that draws you.up full measure -- an ar-
pe

. rogant’ mocking bully of a—proplem that you're not
o really quite sure you can whip., Then go after it!

‘ Bu? také-a tip from Don Quixote. Stay away from .
windmi1-1s:, . LT , T




" of news are broad. The variety is endless.
The value of news.is based on its timeliriess and its potsp-'

* facts and information about the world around thefs and helps

mo o W

‘N

a readable - -description of important publj @Nﬂnts that answers

.of public 1iTe.

‘
. o -
, -
< N .. .
o J .
. _ )
2 ,\t a
- S » |
WHAT IS NEWS? : '
The dictionary defines news as: . ~
a.  Any report of. a recent event or sit ation;

b. 'Current 1nformat10nﬁabout what ls gding on. \
These definltlons may seem rather broad, _but the boundaries

tial interest to the audience it is intended to reach. News
informs, interests, and entertains. It providqs people with

them make 1ife decisions. Key. eleménts of news are:

. . Immediacy--News is the plural of new. -Freshness counts.
Proximity--People are most interested in the problems and

issues around them which-a¥fect their lives. ..

Prominence~-Well-known people .command public’ attent1on

Their opinions and statements«are tistened to.

0ddity--Strange, odd, and rare items are newsworthy.

Eon?l* t--There is a streak in people that wants to learn

about conflicts and battles. The ponscientious news-

~ writer treats conflict objectively.

: 1%an emotion--Some news elicits emotional response from
the reader. Romance, love, hate, humor "colors" news. .

G. Consequences--Where does the news fit in ‘the reader's life?

News is not just hard facts in chronologi&al ‘order. It is

the basic "who, what, where, when, why,‘ how" questions

In-a 11m1ted sense news is lnformatﬁan an editor decides
to print or broadcast. In a broader sense it is the pulse

e 10
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The wh1i{bang, A-1,'sure-fire

n

B W L 1nf] ce-machine ~* , .
_ Ma 1ne54ﬁo eVeryt day :-- squeeze ]emons,
¢+ sort mail p1]ot space capsu]e

;o ‘Here's a machine yop ca u1]d %t home in your
T spare time that'11 help you saqlve near]y any pub]1c
' o communication prob]em that comes. your way.~ -
' L »
. Madison Avenue sharples have been-using gadgets
- ‘like this. for ‘years to| get you'to’ ]aundry de%er—
gent, Q#tua] funds and; presidentia] ndldatesl _'; .

. -

Adm1tted]y, ines ]1ke th1s cap be qu1te danJ
o gerous in Unscrupu] us hands. -Already there're more B
. of them around than "Saturday night specials." So

. it's about tipe good. folks learn to use powerful tools
like this to/do useful stuff Tike' 1mprov1ng education’y . -

ou follow dirggtions ca;:fu]]y, this machine

is teed to impro¥é your. pubtic communitation. ;-
v Some ople- call it a public ®ommunication campaign:

organ¥zation, but I Tike to call it a whiz-bang, in-

fluerfce machine. - o ’ :

. Before we T1ift the wraps, ]et s adm1re the s]eek
extgrnal lines. . .

INFoRMAFION TE HZ-BM, |

MG e ; iw -

s " . ) ﬁlNMEME,
%3 N

-
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: surface, it's just an ord1nary box Henry L\)
Ford wou]d have co]orej/1t black. - ,

“Into th1s box you put information, time, money, .
and creative ideas. VYou'll recognize these as the prob-:
lem- v1ng\resoumces we talked about in the last chap-
ter. /. If yo )assehbie your mach1ne carefully and per- %
forméroutine ma1nten/nce, you'll have a Volkswagon-type
"model. that 111 give you impressive resource m11eage ’
If you're ca?e]ess. ‘however, these machines have been
known to guzzle resources like thirsty pirates.

3
What this mach1ne does for you, of c0urSe, is help’
solve your public communication problems. Indeed, you
can add options to solve any public communication prob-
lem you cadn dream up. You can use ¥t to increase
- membership in your organ1zat1on,.de11ver important
( facts and ideas to otherNparents, put pressure on
school boards, help elect political candidates, or
. raise money for your organ1zat1on' Basically, you
use this mach1ne whenever you want to influence other .
people. N . . (-

. Lét's tallf about .influence for a, m&ment arlier
in* the book I quggested that whenever you wanttto -
change people Wou have to communicate. - I further sug-
gested that communication .involves a talker and a lis-
tener. In public communication the listener may .

actually be 200 or 20 thousand or 200 million different
people -- most of them perfect strangers! Indeed, when
important people like the President of the United Stategs

.'or an Arab oil m1n1ster ta]k people all over the wor1d
listen!

_ In the old days comvunlcators called the people’

_ they thought were listening their audience. They:
thought thag/pgople listened automatically. They
talked nons ops in fact, and hardly even bothered to
look up long, enough to see #f people were listening or S
not. This got them i%to all kinds of troub]e, of ' -
course,kbecaﬁse many people who were supposed to be. in
the audience dign't-listén at all. Others:only heard
what they want to hear., Still others pretended to
be listenjng, but totally misunderstood what the;gom-
municatgrs~were trying to say.

THese days, communicators who stay on top of
thvhqs realize that the whole communication process
works better,if the audience gets to talk some of,

he ime too~ They realize that even in public

, commun1cat1on it's best if people take turns being

oy ‘115 -aners and talker§. This idea threatens some old-
..faghioned communicators. They're afraid that if they

‘1et the audience talk they might lose control and be

_infldencer hemselves. They think-that influence is

“a one way street. It's not,-of course. And how sad
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it is that. they shou]d give up this fine opportun1ty o
for new experience and growth!

I'm hquy to say that audiences aren't as eas11y
j!nf]uenced s you might think. That's because audiences
re made up of people like you and me. In fact, we -
long to more audiences than you can shake%a stick at. .
Just consider_all the newspapers, magazines, television
shows, radio é?mmercla]s, roadside billboards and junk
mail that comes our way each day. Pe0p1e on Madison
Avenue Tlike tdpthink that- a4ﬂ1ences aren't very smart.
hey like to eam up all] kinds of tricks and g1mm1cks
to et, audiences to accept and believe all kinds of
nonsense. I believe that audiences are~¥ery smart.
Can you imagine what a terrible world it would be
peop]e swallowed all the stuff about tooth paste,
, deodorants, and chewing gum that the Madison Avenue
- fellows try to feed them?

proolem of 4uenc1ng audiences wWith respect,

reverenc ‘and love. _Audiences seem to understand’

*&:n el this~yay and are more likely to listen
r turn comes . to talk. . s .

'\ My own e11ng Ls”that we should approach the

. Now, back to 1nf1uence machlneQ;"‘

\

Thére are three ways ybu can’ 1nf1uente your audi-
ence with an influence mach1ne

1) You can 1nfiuence the qua]1ty of«1nformat1on
' they have about a given subject;

2) You can 1nf1uence how they fee@é%gﬁut the
- subjecty

3) You can influence how they behave ‘or act. g

And you, of course, will be influencedeby what
your audience has to say in response to your campaign.

Before you th1nk about building an influence
machine of your-own, you'll want to think carefully
about your audience and how you want to influence it.
The size and make-up of your audience, combined with
the goals you set, will determine how your machine ‘goes
together and the mix and quantity of resources you'll
need to make it work. "In principle, however, all in-
fluence machines are similar, whether you're try1ng to
influence 150 members of your parent- teacher organiza-
tion to participate in a school clean-up day or a
million citizeny to vote for an important proposition
on the state byllot.. If you've worked-with oné model,
any other versfion will be -a snap to understand. ) »

? t

13

~



INEORIAATON

TME .
=
s

[l

-

Let's take a look at a typical model. It looks
pretty complicated, but if you just look at ome gg:t
at a time you'll discover that there's really no
‘mystery at all in how it's put together. It's basi-
cally wired with plain old common sense. :

. _ s

”

—

s B

‘ s
1. The Communication Center -- A race car )
only as good as t%g“ﬁ*iver. The same is true of an

“influence machine?f ™Someone has$S to know what to do,

when to do it, wha& changes _to make when something
goes wrong. The' communication center is the driver's
seat of your public communication machine. You, %

_someone you appoint or hire, or a special public com-

munication policy committee within your organization
may sit in thts seat. But it's important to have

"someoné with a pretty coo} head and fast reflexes in

this position. Othgrwise your influence machine will
spin its wheels. ’ _ ‘

I V'
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: The mmmunicator, the person.who sits in the driv-
er's seat, should bring_threé things to the job:®

1) knowledge about the problem that nagds to be

_ solved; :

, the audience that must B:E;eached;' . '

. Re various skills and te niques of tommuni=
. ation, and - :

"broad.overall knowledge of how the world works
. and what makes people tick;

. - 2) personal €319nt for cutting through problems .
and a flair for getting people interested and
‘excited about things; < s
"~ v Li? . .
3) the personal motf%ation to work long hour
.thrgugh adversity to solve-the problem at
hand. K :

]

v The communicator should also Know where to find the ’ e
oney necessary to run the influence machine, although
substgnitial access to information, time, or creative:
ideas '‘dan substitute for thia to some extent.

The commbinicator sets the goals for the influence
F?' machine; develops a broad policy to meet these goals;
helps work out a plan to carry out the policy consis- s
; : tent with the information, time, money and creative re-
sources at hand; and decides what to do when-problems
arise. — B . -

2. The Management Center -- This part of your in-
fluence machine works Tike an on-board computer. This
§ computer decides whq does what when, how much -is needed

in the way of resources to carry out each separate job,

and monitors how well the various jobs "are performed.-

A11 of these functions must be carried out within the

broader framework of goals and policy developed by th

communicator. : éii .

The two most important/management jobs are:

1) To inform thewcommunicator of what can be

doné realistically with the resources at
hand and;

2) to provide early warning of problems within
the campaiqn_machine.

The manageme%t-center, in other words, helps the com- -
municator develop’specific objectives for the campaign
and each unit in the campaign organizattion; communicates
these objectives to the production, distribution, and
‘research centers; and monitors the progress of each unit
toward its assigned objectives.

Sometimes this last role leads to a rather un-
15 *
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.pleasant task -- talking earnestly to people who aren't
contributing what is necessary to realize campaign goals.
Another unpleasant managé erit task is paying.overdue bills.
If folks in the management unit are skillful-at selecting
and training people, communicating objectives, and budget-
ing money, thesg nasty jobs will seldom be encountered.
In a gnall campaign the communicator may also be
-part-time manager. " In a large campaign there may be
a whole management staff. Regardless of who does the
job, however, good managers are part accountant, papt—.
salesman, part magistrate, and part father c0nfes§6?.
They're hard to come by. \ /
-Sometimes managemeént pe?q}é think they pilot the
iQ{]uence machine. They don;t. That's the communica-
tor's job. The role of}the management center is to :
make the influence machine responsive’ to the communica- —
tor's slightest touch. A great deal of creativity is
needed to do this, of course, but this creativity must
be expressed within the goals and policies drawn up b
the .ommunicator. ‘i{\ . v

-

[N

. _ N ,
Think of the manage?.as the conductor of -a sym- l

phony. The score he follows is written by the communi-

cator. Or, if you've ever watched Star Trek, think of (\‘

Star Fleet Command and Captain Kirk as the communica- _

tion center and Mr. Spock and all the people on the

bridge of the Enterprise as the management team.

3. The Production Center -- Here is where a lot of
fun stuff happens in a campaign. Every message intend-
ed for the audience is created and produced here. Of-
ten experts and specialists are hired for specific jobs.
Production people take ordinary words and pictures and
turn them into special messages calculated to influence .. ° 4'
your audience. vhen communicated on paper, film or ’
‘broadcast airwaves. Writers and editors work with !
wor¥s. Photographers and graphic artists work with /
pictures. Graphic artists alsoc work with words, but
they treat them like pictures. Directors, cameramen, |
actors, and editors work with television and motion
pictures. The number of different specialists who may
be called in to work in the production center is almost
as large as the number of jobs the center is asked to
do -- write speeches, press releaseées, fact sheets,
television documentaries; design and lay out posters,
brochures, newsletters; record public service an-
nouncements for radio; photograph banquet speakers
for newsletters and magazines; produce conferences,
motion pictures and television talk shows; etc.

Ideally production people have ce?tain basic
skills. Writing:and graphic design sefise are probably
most important. But anyone with half a mind and ten
fingers can do most of the simple jobs that go through
production. And free-lance specialists are alwgys
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available to do the more demanding Jjobs. A good manag-

er should know when it pays to bring in a specialist.

If you need high-quality photography for publication,
for examplp, it might pay to hire a professional.

The major problem with product1an people is that
they sometimes think that’they are artistes. Some
writersf{are frustrited Tolstois, some artists aye frus-
trated Picassos. Recognize that product1on people
negd créative latitude to do their jobs well, but
don't let them pull the wool over your eyes. True
professionals are well aware that their job is to get
messages out that influence specific audiepces—in
specific ways within specific time and money limita-
tions. And they'l1l break their penC1]s to give you
what you want. .

~4, The mstributioAxcenter -~ Distribution ex-
perts are ofteénsethe unsung heroes of the. influence
game. Production people tend to get all the glory in
public communication campaigns because they have, by
nature of their work, the biggest egos. Distribution
people, on the  other hand, are ‘often scholarly folks
who enjoy reading small print in big books.

Without skillful distribution people, much of the
work of the production types would never see the light
of a-TV tube or grace the -pages of magazines and news-
papers.\ Name any audience and good distribution peo-
ple Xxan te]] you what sections of what newspapers they
read mgazines are most likely tobe found on their
qgffee ta ]es, what radio station they tune in to on

way to work, and what their favorite television
n§grams are. They can also tell you which newspaper
andy magazine editors are Tooking for what stories,
how: to get your public service messages on the best
radjo and "“television stations, how much a billboard
on ‘the expressway will cost, and postal regulations
for the large mailing you want to do.

Top-notcm%d1str1but1on pe0p1e can te]] you how to
get reporters and television crews to cover your news
conference, what day of the week to send :ut your
press release, and, best of all, how to g=t media
people to do your production for you! Yes, this is

the magic secret of loy-cost pubiic communication -~ °
Jearn how to make ygur messages look like news or in- ‘
5erest1ng feature mategial for tne . int and broad-
ast media and you can get lit=rall. thousands of
dollars of free time and space in the media!

There are three useful things to look for in
people you're considering to run the distribution cen-
ter: 1) experience with many different k1n§f of media;
2) familiarity with the six or seven indispensible
media reference books (ava1]ab]e in any good library,
these books tell you more about aud1ences and media
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+ details in a later chapter);.a great deal of common

organié:tions than you"11 ever need to know -: more
'l sense and a flatr for organization. :

9

Once again, tH#t communicator may be responsible
for distribution in a small campaign or theré may be
a professional staff in a larger organization. By the
time you finish this book you should be able to think
through many common distribution problems yourself.
Wiqh experience of twe or, thiree’campaigns, there's né
‘.reason why you can't be as Jodod as the best in getting

/ yqur story out. ¢ - T

’ ~
The Media- Channels and the Audience -- Your in-"
fluence machine is defigned to connect up-with a large
number of media channels that, in turn, reach people-
n your audience. Many of the things that .happen after
N you pat your messages into the chpnne]s are .totally

outside your control. . ;

Communication research has shown that effective -
use of combinations of djfferent media channels is

1]

SOME §YMBOLS TO USE WHEN YOU EDIT COPY
\\\\ awk. Awkward. Poor choice of words. T
éé‘ ' Word or letter should be capita]izeff\>
° P Should not be capitalized. L
frag. Septence. fragment poorly used.
ex. For exampfe , .
% or L Paragraph
pn - Punctuation )
C - Close up space, as in wrf,té'
.. SP Spelling
v‘tet Ignore correction oL
aV; ~ Transpose (words, 1etteﬁ§)--[fﬂ?§\if)not the...
W Too wordy. Condense. :
~Fhig=ie  Delete. Don't reed it.
! SS Sentence structure
tr Transition
) ag. Agreement
ref. | Reference
M Meaning .
I1.D. Inadequate identification of person or place.
’ # Space - ¢ h s
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more influential than use of a s1ng]e channe] There
are several reasong fqr . this.: T ‘

1) If one channel ‘doesn't reach a pant1cu1ar
group in your audience, another may.

2) Some kimds of. 1nformat1on,are more-effect-
1ve1y presented in"a visual med1um such as
film, television, or slide shows.

» 3) When you hear about something through two
. or more different media channels you tend
to regard the message as more important .
than if you only hear about 1t through
“ one channg] ) s . \,Tﬁ\
There are "'three general types of channels ypu'l]
want to use -- mass media channels, more directed
media channels, and face-to-face or 1nterpersona1 chan-
nels. Whepever possible it's best to try to ta]k to

’ pe0p1e face-to-face.

So, as a compromise, you use media channels. -Some
channels are more powerful than others. A nationail
television network can reach 20 or 30 million h o ¥

simul.tapeously. It reaches rich people, poor peop1e,
young eople, old people, Black people, wh1te people,
men, womep, Catholics, Protestants, Jews, Southerners,

It'® called a mass medjum because it
ass of people of all different sorts.
ch a lTarge, general audience it's an

Northerners.
reaches a large}
If you want to

ideal channel g

If you wa announce a parent-teacher meeting
for your Tocal -1, however, a different channel is
needed. For q;amp e ----. In between the face-to-
face and mass media channe]s, then, are a large number
of more directed channels. These go _to specific, rela-
tively defined groups of .people -- your church wnews-
letter, Skindiver magazine, } tra1n1ng ‘films your
automobile mechanic hiad to watch to'learn how to fix
your automatic transmission. Skillful use of these’
more direct, specialized media channels can lend enor-
mous precision to your public commupication campaign.
You can reach just the people you want to reach and
give them just the messages you want them to hear.

Your communication works better and youysave money.

At: the end of your media-channels there's an
audience ---at least'you hope there is. Audiences are
groups of;p§0p1e, Like other groups of-people, there
are many reasons why audiences come together. They
come together td-be entertained, to learn, to support
a political candidate, out of curiosity, because they're
too lazy to change the channel, out of habit.

-

~

It's very-important for you to know what'your

~audience wants from the media channels it's using. L

People in your audience will be much more receptive to
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your message if it meets their exgectations and needs.
If your message doesn't meet thei xpectations and
needs, chances are they'11l eithe u?ﬂfﬁ?ﬁ off or not
even hear what you have to say to“*begin with. Audienses
are fickle this ways }Eey're also influenced by many
things other than your essage -- what their friends
say, what they learned from parents and teachers, their
economic self interest, their political beliefs, head’
colds, income taxes, etc.

Every person you talk to in your atdience repre-
sents a whole committee of people both living and dead.
If you understand this fact alone you're well on your -
way to becoming an effective public communicator. If
you understand this fact you understand why different
‘people respond in different ways to the exact same .
message. And you also understand Wwhy it's important
for audiences to be able to talk back.

_ 5)' The Research Team -- It's difficult for audi-
ences to talk back fa newspaper or television set,

1

I4

WHEN WRITING, CONSULT THESE RESOURCES

1. Associated Press-¥nited Press International.
Style Book -- This is the most widely-
'accepted.hewsWriting~sty1e book. It contains
both writing guides and rules pertaining to
specialized subjects. _ .

2. Elements of Styié by Strunk and White -- a
fine quide to basic writing do's and don'ts.

3. MWebster's Dictionary -- The A to Z of words.

-
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but if your research team is doing its' job they won't
have to. There'll be other ways in which they can ex-
press what's oh their minds. Research is the way you
measure the effectiveness of your public communicatsdon
campaign. Smart communicators think about the prob-.
lem of measuring effectiveness of messages, ‘media chan-
nels, and overall strategy right at the very beginning
of the campaign. They like to test the effectivepess
of messages before they're ever released to the audi-
ence; they like to test how well various media chan-,
nels reach and influence various groups within their
particular audience; they like to know as- early as
possible how audiences respond to their overall cam-
paign approach.

Research is how you listen to your audience. Re-
search is the instrument panel of yodr influence ma-
chine. If you don't evaluate your efforts to influence
your audience through .continual research, you're rowing
a tiny boat in a vast dark sea without a. compass. Pro-
fessional advertising and public relations companies
spend millions of dollars on research. Just because
you don't have this kind of money doesn't mean you
shouldn't put considerable creative thought into the
problem of research. S '

Research may be as. complicated as a scientific
opinion survey such as a Gallup or Harris would do.
Or it may be as simple a a note on the bottom of your
newsletter asking for re erpcomments. But some form
of research and evaluation procedure should be built
into every campaign -- tigo‘every message if possiblel
Some low cost ways of doing this will be swuggested in
Chapter Nine. You have the choice of hiring specialists
to help you do this, enlisting volunteerfhelp from ex-
perts in business or universities, or doi , it yourself:

Objectives -- Objectives and how you use them pro-
vide the navigational guidance your, influence machine
needs. This topic is so important, "the whole next
chapter is devoted to it. It is the most important
chapter in the book. - vﬁ

The System -- Just because y&h have a pile
parts desn't mean you have a watch. The way in which

the parts are put together detgrmines how well the
watch keeps time. A co]lei;}dﬁ of par{s and a particu-

lar pattern for putting thes’ together is called a system.

In this chapter we have explored a public communication
system. In the chapters that follow we'l] go into de- '
tails.

If you pay close attention to details, you'll have
a smooth-running public communication system. Since
the parts of this system are largely made up of people, -
your skill in organizing and motivating people to co-
operate "toward a common goal will substantially deter-

Qa
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mind the success of your influence machine. In order

to organize and motivate people in your campaign organi- -
zation, of_course, you have to communftate. To communi-
cate effectively you'll need a plan... Wait! Rather
“than start all over at the beginning to talk about how

tqQ communicate effectively with people within your :
organization, let's just say that there"re wheels ‘with-
in wheels within wheels! ¢

29
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Chapter 4 oy

Objectives -- magic words that keep
you out of downtown St. Louis

There's an old story that submariners tell about y
a bumbling navigation officer who was asked for a :
position fix by his skipper. He shuffled through his
charts and scratched a few numbers in the margin of
his comic book -- "The way I figure it," he said, “'We're
either 107 miles off the coast of New Zealand or in the
middle of downtown St. Louis." y

Talking to people you've never met,who live in
places you've never been is a lot like Y.Joting a sub-
. marine under water <= you can't just look out the win-

dow to see where you're .going. When you talk with
people ‘face-to-face you can monitor their expressions
to see how thay're responding to your ideas. But when- -
you. u newspapers, newsletters, posters, direct mail,
magﬁzines, radio, television or other public media to
influence people, your message reaches them in the pri-
vacy of their homes, automobiles or commuter trains --
and who knows how they respond? They may think your
newspaper story is just the thing to wrap old chicken
bones for the garbage. .Your television public ser-
vice announcement may signal just the time for an ex-
pedition to the refrigerator. An interested listener,
on the turnpike may be distracted by an angry motorist
arguing with his horn at just the instant you make
your most telling point on the radio talk show.

Just because you've put your message into the
media, in other words, yow can't sit back smugly with
a smile on your face. For all you know there's no one
on the other end, and if there is, they may not under-
stand a word of what you,have to Say or even care.

In“thi; light, it's no wonder that many would-be
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pub]ic communicators start out for the &xotic shores

.of New Zealand and end up in downtown St. Louis! This
is often the fate that befalls one-way communicators --
the people who ‘think that effective communication is
sending out reams of press releases or publishing ,
fancy booklets and letting it go at that. This - approach
is as sensible as the submarine captain signa:ling full
ahead to the engine room and then retiring to his

cabin for a nap, leaving the brige unattended. Like

the submarine, your influence machine 1s next to use-
less without skillful piloting and ' navigation --. and

just about as dangerous. T

This chapter is about favigation -- how- to assure
that your influence machine takes you where you want
to go despite buffeting winds, waves,. tides and under-
sea explosions. MWell-stated objectives provide the
basis for successful navigation in public communica-

o tion. .. " p

) o N

HOW TO WRITE A NEWS RELEASE PO

Writing a news release is a sk¥11, and a great deal of
skill is needed to get a release read and published. Before
you read any further, remember thié;'hny editor of any news-
paper receives thousands of news or publicity releases each
year. Every time you sit down-to type out a release, you're
entering a contest of skill, competition, and reward. What
are your chances of winning? If you're skil1ful high; if
not, low. ' :

A news release is planned news. An announcement of new
officers--anything that is NEWS within your organization may
be the main ingredient for a good news release, provided that
it is important to the general audience of the news media
you're aiming for. . ‘

Your job is to recognize the news within your organization
and to write it so that an edftor will read and publish it.

Releases that aren't used are rejected for a variety of
reasons. Sometimes they're not newsworthy, or are competing
with more important items for limited space. Too frequently, °
however, the problem isn't content, but style.

A1l news releases follow a similar form. Here are s&he
dﬁidé1ines to assure that your presentation gets printed:
1. Identification -- If you don't have letterhead to use- for
- your flews releases, be sure your organization's name,
address;, and phone number are all included in the upper
lefthand corner of the page.
2. Disposition -= The disposition tells the editor when the
- releage should be published. The time, day, date, and
year should appear in capital letters four spaces under
the last line of the identification. If the time of

release doesn't matter, FOR IMMEDIATE RELEASE should be
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For starters, think about an objective as a'%peci-
fic destination or port-qf-call. An objective tells
you where you want to be When.

You deyelop objectives by first thinking about .
your.goals. Very:likely your goal is to solve the
problem you've been thinking about -- improve schools,
assure that your child gets a good education, open up
educational decision making to citizen participation,
etc. These are certainly worthwhile ambitions. They
can, .in‘fact, be very inspiring.-to other people in your
community. For this reason alone broadly-stated goals
aye useful, D

If you're really going to set out to accomplish
your goals, however, you have to 'stop talking and start
acting. This suggests that you have to make decisions
about how to act. And at this point you'll find that
it's essential to have guidelines to'help you make
correct decisions. And you'll also find at this stage
that broadly-stated goals don!t give you clear guide-
lines for action. You need so?ething more specific.

You want to improve the schools, for example.

How do you & this? Do you begin a volunteer program?
Do you work for change jn Curricu?ym? Do you build new
buildings? Do you hire more qualified teachers? Do |
you increase the budget? Without clear guidelines it
almost doesn't matter which course youw take. Any .one
of these actions may improve things to a certain ex-
tent, but not perhaps.in the ways you really had in
mind. - N,

_ Broadly-stated.goals are the-strange\ﬂark shores
that pull you irvesistably. If you want to get safety
into prt, lwever, you need well-placed beacons and
bell bouys to guide you through the treacherous
foreign waters. You need specific stated objectives.

You'can think of an objective as a beacon that
keeps you out of troubled waters: There are.two parts
to a well-stated objective. One part describes a
specific point of progress that you wish to attain
through your efforts. The other part describes the
specific time, date, or deadline by which you want to
reach it. :

"Vacation in California," is an example of a goal
statement. “Arrive in San Francisco at 7:00 pm on
March 23," is an objective. :

"Increase membership,” is a goal; "insta]{ 50 new
members by the June conference," is a well-stated ob-
Jjective,

: Ideally your objectives should be so specific
that a total stranger, knowing nothing more than what

25
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you've written into your 1ist of objectives, can at
the proper time-judge precisely your degree of
progress toward your goal,

. In public commun1cation goals and objectives are
stated, in terms of influence: "In&korm the public about
the bi11," s an example of ‘a goal statement for an
1nformat1on campaign "Eighty per cent of the regis-
tered voters in Glenville can identify the key issue
of the bill by September 15," is an example of an ob-
jective.t .
Or, if the-aim af your campaign is to influence
attitudes, your objectives might be, . "Seventy per cent
of the registered voters in Glenvijlle in favor of the
bill by October 15."

If you want to influence behavior: “Fifty- one per
cent of the peop]e who vote in the election vote 'yes'
on the bill,

Actually, your campaign may be built around all

(continued)

written instead.

3. Slug -- Sometimes, but not always, a brief, one-line
summary of the release is included just before the story
itself to give the editor some indication of its content.

4. Copy -- Copy should be straight news style with an infor-
mative "who, what, when, where," lead sentence. If the
lead sentence doesn t catch and hold the interest of the
editor, the release will be thrown away.

News releases can be used for many purposes. Some witl
publicize events your organization-is sponsoring. Others will
announce new products or techniques. Personnelgchanges in
your organization may be good subjects for locad paperst

Make sure your release reaches the appropriate media
person. Science 1tems go to science editors, education items
to education editors, society items to society editors.

Bring the news to a tight conclusion. Sum up all your -
points. Include a telephone number where someone can: ~call for
further information.

Some news releases will spark enough interest for the
media to do a story themselves. Some will get a few lines in
the paper. Some will be thrown away. ’ ’

But don't get discouraged. Keep trying. Don't go over-
board, however. Only bother the editors when you have real

news.
/

Laurie Beckelman
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three‘G}‘ these objectives. First you want to inform
people of the issues in the elegtion. Then you want

to influence’ the attitudes of a-large segment of the

voters.. Finally you want -to inf@uence a majority of

voters to vote a particular way .-- you want to influ-
ence behayior. , '

Realistically a public communication campaign fol-
lows a long cflain of objectives much as a cruise ship
follows a prgplanned itinerary. This means that if
you fail to/attain. early objectives, you have -advance
warning that you're headed off course. If, in the
example given above, ‘voters do not understand the
issues by Sﬂbtember’ you have early warning that your
public commﬁicati n campaign is ndt working effec-

tively. VYetlat this early stage, u still have time
to reView a refise your campaign strategy and save

the outcome Qf the election. Without the early-warn-
ing signal provided-by your first objectjve, you may

- contiAue comglacently into the election hnaware that

you'®e headed toward disaster.

People sapetimes confuse jobs that need 'to be done
and oﬁgEc;ivés.r If you tell me to write a press re-
lease You're giving me a job to do. If you tell me to
have the press release written by five o'clock you're
givin%;me anxobjéctive.” The difference may seem minor,
but itls very.,important. Jobs or tasks take time and
require resou¥ced, Objectives are specific gglntg_of
progresgl--'ybu'Ve either arrived or you haven't.

R 2 .

A gr atﬁeag of confusion arises if you tell me to
write a press rélease but don't tell me that you ex-
pect t job to be done by five o'clock. I may think
tha gdon'g hive.to even start' the job until five
o'clock or Tater. Starting a job and finishing it,
of course, ayd two different matters. So, if we
want .to dev?ﬁd '‘tntelligent indicators of our
progress, wel'netd -to define specific points of ac-
complishmen®, This is why weq]-stateg—EEJEbtives
arefoften phrased in the past tense: “"Committee mem-
bers informed by...," "Budget plan approved by...,"
”Egsittﬁe attitudes formed by..." -

Réai¥sm is another important feature of well-
stated objectives. You should-alsoc have confidence
that your objectives can be attained with reasonable
expendittre of time and money. \Unrealistic objectives
frustrate people. Attainable objectives inspire peo--
ple. Objectives that are not reached despite all-out
effort tepd to throw people into despondency, whereas
hard-won accomplishments elate them and give them
fresh energy for the next challenge.

. For any given effort, then, there should be some
point where you can say that you've accomplished all
that you want to accomplish, roll down your sleeves,

. -
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and go out to celebrate a job well done. The final
objective that allows you to do this is called your
terminal objective. Many intermediate objectives may
Tead up to this point, but the terminal objective de-
fines the final destination or point of accomplishment
of a particular phase of work. A terminal objective
marks a major plateau, in other words, a point where
you go on to other problems.

In your work to improve the scho ﬁs you'll have
particular political objectives -~ form a parent ad-
visory group, change the balance of power on the
school board$ incregse the budget for special programs,
etc. In order to ch these political objectivés,
you may have to attain certain communication objectives.
When you've finished the communication phase and are
ready to start other tasks, you can say that you've
reached the terminal objectives of your public commu-
nication campaign. The fact that you've reached
your terminal communication objective, then, doesn't
necessarily mean that you've reached your political

SAMPLE NEWS RELEASE

From: Laurie Beckelman

For: MclLean Hospital

g 115 Mi11 Street
Belmont, MA 02178
(617) 855-2112

March 25, 1976
FOR IMMEDIATE RELEASE

Do you ever use aspirin or coldspills? Nodoz or Valium?
If so, "The Use and Abuse of E%eryday Drugs," a free lecture
at McLean Hospital, Belmont, Tuesday, April 6, 8:00 p.m., will
provide information you should have.

The speaker will beﬁﬁr. Jonothan 0. Cole, Director of
Educatioh and Training at McLean's Alcohol énd Drug Abuse
Research Center, and co-author of a book on pharmacology for

" the general public. '

Dr. Cole will use examples such as aspirin, 1ithium, and
penicillin to talk about these areas of concern. For further
information on “The Use and Abuse of Everyday Drugs," fourth

* in a series of lectures for the general public sponsored by
McLean, call 855-2112. 4 4 4
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objectives, but it does mark the completion of a major
phase of woek toward that end.

In public communjcation campaigns terminal objec-
tives ‘are most usefully stated in terms of pre-defined
increases in knowledge or changes in attitude 4nd/or
actions of people within your audience. This suggests
that you have to measure knowleédge, attitude and/or
behavior befogg_*ou even begin your campaign. This
provides a base-lTine. Given this, you can define your
campaign objectives in terms of change in the knowledge
that people have, how they feel, and/or how they be-
have with regard to your problem.

Think of your publYc communication campaign as a
scientific experiment. First you measure or descr1be
knowledge, attitudes, or behavior within your audience;
then you try to change one or more of these varia-
bles through your campaign; and finally you measure
-again to see how successful your efforts were. You
hope, of urse, that the results of your second
measurement meet the criteria for success defined by
your objectives. If not, you try another campaign
with a different approach. In this sense the plan
you develop to accomplish your terminal objectives
is 1ike the scientist's hypothesis -- you say 1in
effect that if you carry out your campaign plan yo
will bring about the changes you want in your nugﬁﬁ;ZZT‘\
The actual campaign, then, is like an experiment ‘that
tests your plan.

The probYem of how to measure knowledge, attitudes
and behavior is anothér matter. Chapter Nine will
cover this problem in some detail. But for now let's
say that a scientific survey is probably the most ac-
curate method and the most expensive, but other tech-
niques are available if you don't mind giving up pre-
cision and working with less trustworthy information.

Here's an exaﬁp]e‘of how the goals and terminal
objectives for a specific campaign might be phrased;

GOAL

Raise campaign fdnds for our school board
candidate s :

FUND-RAIS ING OBJECTIVE
$20,000 raised by July 15
COMMUNICATION OBJECTIVE

1,000 potential contributors informed of the

.testimonial dinner by June 15. Success will

be measured by a random-sample telephone sur-
vey. ‘
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Well-stated objectives serve several vital pur-
poses in your communication planning: 1) Thinking
them through helps you clarify for yourself what needs
to be done in what priority; 2) Clear statement helps
you communicate to others what needs to be done;

3) Well-stated objectives provide benchmarks to help
make optimal decisions about how to use limited time _
and money resources; 4) Objectives provide criteria
for performance so you can judge the effectiveness of
various people and units working qn the| campaign as
well as the effectiveness of the ampaibn itself.

See you‘'in New Zealand!

PUBLIC SERVICE ANNOUNCEMENTS

1f you represent a non-profit organization, you can get
free 10-second, 30-second, or 60-second spot announcements
on radio or television! To qualify for public service time
your organization must: ’
1. Be non-profit.
2. Must not have advertising funds available or use paid

média.
3. Must not make political announcements.

Must be credible in the judgement of station managément.

\\ Each station Has its own public service policy and
) \fétandards. Contact the public service directors of the
stations .in your area to find out how you can take advantage

‘of public service time.




Chapter §

Analyze your audience -- some of the nicejﬁ
- people around are perfect strangers -

The fastest way'to tell an amateur from a pro in

the .communication business is gubask about the audience.

An amateur will peer at you wi "puzzled dimness',"
then mutter something like, "Everybody...We've got to
reach everybody we can. Now, about the design for this
newsletter,. " '

Amateur communicators have infinite faith that
you can put round pegs into square holes. You can't,
of course. And that's why many amateurs go away mad
when their communication efforts fail. »

The truth of the matter is that the more you know
about your alidience, the more successful your communi-

rcation efforts will be. .«Think of it this way. It's

certaifly easier to talk with your best friend than a
Lebane§e immigrant who hasn't mastered English. With

your friend you share a common language and many mutual

experiences. You know his likes and dislikes and what
his various seemingly noncommittal gestures and nods
really mean. You know that it's impossible to talk
with him at all before he's had his morning coffee,
but: you also know that if you catch him after a fine
meal you can get him to agree to anything,

You 'don't have enough common ground with the

Lebanese immigrant, on the other hand, to tell him
to find-the bus stop, much less explain compli-
l education issues. .

) When amateur communicators fail to analyze their
audiences before launching their campaigns, they
might as well talk with s0 many Lebanese immigrants.
Every message is a round peg 1in a’worle of square
holes. :
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Let's define an audience. An audience is ld
group of people you want to influence through public
communication. The group may be as small as 10 or 12 .
people or as large as 250 million or more. ‘ o

The first thing you want to know about people in .
your aidience is where to find them. Do they all live
in your neighborhood, your city, your state? Are some
in San Francisco and some in New York? Are they con-
centrated in one area or scattered about the country?

» These questions are important because they help
define the geographic limits of your campaign. If
you want to publicize a candjdate's night in Fort Lee,
New Jersey, you ‘certainly don't want to send your news
release to a Fort Hamilton,/New Y ork, newspaper.

It's also useful to know how many people are in
your audience. If you have an audience of milljbns,
you need powerful mass media such as network televi-
sion to get your message across. If it's Just the gar-
den club, on the other hand, a few well-placed tele-
phone calls might suffice. It's also useful to know
how mny people are in your audience if you're print-
ing pamphlets, brochures or newsletters. Print too
many and you're wasting trees, ink, and money unneces-
sarily. Print too few and your message efther fails
to reach enough people, or you have to go back for an
expensive second printing. +

Next, it's valuable to define the characteristics
which identify a given individua® as a member of your
audience. Perhaps you want to reach registered voters,
or parents, or state legislators, or elementary
teachers, or women over 25, or male Protestants. By -
answering this question you establish social limits
or boundaries on your campaign and help make the task
of designing messages and choosing media channels much
simpler. . ‘ *

v
a

The fourth task of audience analysis is to identi-
fy the significant groups within your audience. There
is a tendency for amateur communicators to talk about
the audience as though it was a giant beast with a
mind of its own -- it 1Tkes; it responds; it knows...
It's quite dangerous to let this assumption creep under
the wall of your tent. An audience is really a collec- 1
tion of totally unique individual human beings.  Each _\
person has his or her own likes, dislikes, needs, ex-
pectatiens. S ome people in the audience share similar
intetests and characteristics with others, and some
people will influence how others respond to your
messages. But generally you'll have a wide range of
interests, backgrounds and tastes represented in your
audience. ’

If you talk about the audience, in other wo;ds,
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you may be totally ignoring or misrepresenting large
numbers of people who don't conform to the average

or norm you ascribe to your audience as a whole. Just
ask yourself how well the word “"parent,"” or "motorist,"

or "voter," or "consumer" describes you as a whole per-

. son.

A related assumption you must avoid like tainted
fish is the idea that people in the audience know what
you know, care about the same things you care about,
act the same way you would act in a given situation.
People share many ideas, feelings and experiences, of
course, but there are also significant differences
within any group. If you assume similarities where
differences exist, you run into trouble before you
start. It's better to assume that differences .
exist ad find out through audience research that
there are similarities than assume similarity and find
out about crucial differences ‘through an expensive
campaign failure.

It's usually impossible, of course, to cater to
the needs or preferences of every person in a large
group. But you can cpmpromise. You do this by think-
ing of your audience as a number of segments or smaller

audiences -- each audience segment made up of people
who share important defining qualities. Think ‘{ sort-
. ing out a box of buttons -+ big.ones and small | es,

red ones and blue ones, plastic ones and metal ones.

[f you are trying to reachgiegistered voters in
Fort Lee, New Jersey, for examp¥®, you may find it
quite useful to segment the audience on the basis of
income; educational level; racial, religious, ethnic
group; political affiliation. Groupings along social
characteristics such as these are quite powerful for
two reasons. 1) Considerable information is available
about people in these various groups through the U.S.
Census and other sociological studies published by
various governmental and private organizations.
2) Knowledge of a person' age, education, income,
sex, religion, racial identity, and political affilia-
tion often help you predict with astounding accuracy
that person's patterns of media use and attitudes. to-
ward various issues. You wouldn't expect your family
doctor to read confession magazines, for example, or

" a teenager to read Nation's Business.

Actually, there are two important reasons for seg-
menting your audience. 1) Sometimes you want to say
totally different things to different groups. If you
are concerned about bicycle safety, for example, you'll
want to say one thing to motorists and something quite
different to kids who ride bikes. 2) You may want to
say the same thing to the different groups, but be-
cause of differences of outlogk and media use you have
to use different wording, appeals, or even different

4
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~media channels to get your message across .successfully.

This last point can't be over emphasized. The
more convincingly you "talk the language" of a given
individual in your audience, the more likely that per-
son is going to hear and be influenced by your message.
If you have co]]ege professors and fruck drivers in
your audience, you'll be most successful if you-tailor
special messages for each group_.-- pernaps find an im-
pressive truck driver to carry the message to his col--
leagues and a coherent Ph.D. to spread the word to the
professors. In each case your basic message is the
same, but you word it quite differently for each
group and send it through quite different channels.

Once you've determined the major segments with-
in your audience, there are several important things
you need to know. First, you want - to know, what
people in each group know, how they feel and, how
yhey behave toward your problem. The reason for this
is obvious. If people know nothing about the probjem

NEYER WRITE WITHOUT FIRST RESEARCHING YOUR ﬁyBJECT ¥

.

There are four major categor1es of résearch

1. Observation -- Just 1 around and note what is going
on. Make notes on what you see and feel. If you'ye
doing a story on education, for example, you woul

! : certainly want to spend time in a school.

2. 'Library research -- Get to know the standard reference
", sources. Know how to use files.

3. Interviews -- For your education story, talk with -
principals, teachers, students, parents. Interviews
should be carefully p]anned so you know what questions

o

to ask.

* 4. Scientific methods -- incliude controlled observat'on,
experiments, surveys. Y

To be a competent researgher you need three b sic skills:

1. Youn know how to ask questions at the right
" time gﬁg~§?53é\to get the facts you need. 7;,

2. You need to know how to orgadize facts coherent]y

3. You need to know how to communicate what you .learn~_
effect1ve]y 1n both written and spoken form.

Mastery o? th se ski]]s and ube of the'applicable research
methods will enabPe-you’ to becona an “expert" on your subject

1n a very short? *tune . 4 1

’ R ”""
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that concerns you, you have to bring them up to date
with background information. If theyz are quite know-
ledgeable, on the other hand, you can skip the pre-
Timinaries and get on with what's on your mrind. If |
people have no feelings one way or another about your
problem, it's relatively easy to influence them in

“your direction. If they already have strong feelings

“in your favor, you certainly don't want to waste time-
~or money trying " to convert them, because it's un-
Tikely you'll be successful. At most you want to try
to disarm them so they don't mobilize against you.

Another part of this task is to determine the
vested interests people in each group have with re-
"gard to various aspects of your problem. It's un-
likely that you'll successfully convince teachers to
take a cut in pay or administrators to eliminate their
own jobs or retired folks that property taxes should
go up to improve the schools. The beliefs.and atti-
tudes that people have are found rather securely by
their own vested interests. In the rare cases where
they see the other Point of view philosophically,
they'11 find many reasons. not to act in conflict with
their own vested interests. By determining the.
vested interests of various people in your audience,
you also determine potential sources of opposition,

: In addition to vested.interests, you need to know
L about the-organized group memberships of various peo-
ple'in your audience. What professional, civic, re-
]igiOus,gpo]itica], recreational associations or or-
ganizations do people in your audience belong to?
This is an important question for two reasons. 1) The
beliefs, attitudes and behavior that people disply are
strongly influenced by the organizations they belong
to. New information may be consciously or unconscious-
ly evaluated in terms of group- values -- "What will the
boys down at .Jay Cees think about this?" 2)- Sometimes
You can- outreach and inflyence in doing so. Where this
is possible you can think.of yourself as a catalyst --
you invest a small amoufit. of time or effort into per-
suading the decision-makers in a large, inflyential ca
organization to put substantial resources behind your
campaign; maybe even take it on as their -own task so
that you can go on to other things.. -

.
~

Similarly, it's useful to know about various jin-
fleuntial or admired individuals within each group in :
your audience. People may be influential because they’
hold formal leadership roles, or because they have
strong or noteworthy personalities. In ejther case,
if you get these people behind you, they in turn
may influence many other people. This is why en-
dorsements of prominent, elite or influential peo-
ple are invaluable assets in Ppublic communication.
Keep in mind that most prominent people have both.ad-
mirers. and detractors. Make syrefyour “big names™:
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are truly admired and followed within the group you
want to reach. Know too that if you step on the toes
of certain people in any group, they-tan effectively
_thwart your efforts. Know your audience well €nough
to avoid slighting these key people. '

-The final step in your audience analysis is to find
out all you can about the media-use patterns and habits
of people within each audience segment you have identi-.
fied. MWhat part of what newspapers, what magazines,
radio stations, television programs reach and influence
people in your audience? What do people in your audience
expect from,the various media they use -- general back-
ground, sp@ific life-support information, entertain-
ment, seri analysis and commentary, social tidbits?

‘The reason for this phase of your audjence analy- .

"sis is that people form persistant media-use habits.

.1f you are going to reach and influence them, you have
to use the media they use in a way that is generally
consistent with their needs and expectations. You
wouldn't expect a.school administrator to read.a maga-
zine for plumbers, for example, or a member of the
school board to watch Saturday morning cartoonsa‘fx

_Effective audience analysis is perhaps the most
challenging campaign planning task of all. You have
two things working against you from the start. First,
you seldom have enough time or money to get the compre-
hensive, reliable information that you'd really 1like
to have. .Second, you're usually anxious to get on
with the creative work of designing and distributing

" messages. The time and money you put into audience
analysis will be returned many times over, however,
and the knowledge you gain will make it much easier to
design messages and distribution plans that really
work. . :

where do you get the information you need to
analyze your audience? There are four 'possibilities:
1) You make it up. 2) You. ask other people. 3) You
get it out of books. 4) You do your own basic research.
S‘ome of these possibilities are more easily available
than others and some will give you more accurate and
complete information. S ome sources will be more valu-
able than others. .

You collect information about your audience to
help make'more intelligent decisions about message de-
sign and distribution. ‘

. A decision is a choice between two or more courses

of action. Any course of action you choose can turn

~ out positively or negatively. If it turns out posi-
tively you "win;" if it turns out to besd mistake you.
“lose." You may "win" success in your actions; you may

"lose" time, money, prestige, and/or self-confidence.
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‘mined by how much you

MAKE 1T up | o

[

Generally speaking, the more information you have about
a situgﬂion, and the more accurate your information,
the more likely it' is that you will make a "winning"
decision. »

As a rule, the more complete and accurate the in-
formation you need, the more time and money it will
take to collect. This suggests, that the time and money
you invest in co]]ectiaﬂ inforMation should be deter-

ve to gain by a winning deci-
sion balanced.against how much you stand to se by-a
detision that doesn't work out. Some people, ‘of course,
are naturally more willing to take risks than others,
so they're willing to make decisions on the basis of
less complete or accurate information about a given
situation. Nevertheless, decisions have to be made ‘in
any public communication effort, so you should think
carefully about how you are going to collect informa-
tion and how you are going to evaluate it for complete-
ness, .accuracy, and relevance..

Let's look at ougy four sources in these terms:

»

The fact that you've had Tife experience with many
differént kinds of people can be useful to you as you
analyze your audience. You are relying on your own ex-
perience and stereotypes to make judgements about your
audience. Some communicators/are quite skillful at this.
They seem to have.fine instincts or intuitions. There
is a danger in this approach, however. Generally, the
more strongly you feel about something, the more bijased
your judgements about other people will tend to be.
Using your -own judgement about such audiences just may
put you in the position of the man who tries self-
hypnosis to cure his neuroses -- he may be getting
treatment from a quack.

So, if a great deal rides on the success of your
campaign, it's probably better to use a more reliable
objective source of information than your own head.

ASK OTHER PEOPLE ~

This source of information about audiences is quite
productive if you go to people who really know. Other-
wise you might be relying on someone else's biases and
misinf@rmation.

The people who know might include ‘other people
who've planned and carried out public communication
campaigns directed toward the sample you want to reach;
professionals in the media that serve the groups you
want to reach; political or other community leaders;
professional researchers in business, government or
universities; community workers such as clergy,
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*.social workers, bartenders, policemen, medical clini-
 c¢ians, taxi-drivers. Whenever you rely-on ah expert,
of course, you have to determine how much they know,
the accuracy of théir knowledge, how much they're tell-
ing, and-if they're ‘telling the truth. By talking to
many different people you can sometimes cross check the
facts that various people give you. , .

: wWhen you have to gather information%about'an audi-
ence, it's generally useful ‘to assume that someone in
your city has a file drawer filled with ‘all the infor-
mation you want. By calliag the people you think are
most 1ikely to have this information, you can often
hook into a network of knowledgable people in just a
‘few phone calls. ) : '
>,

The next trick is to ase tact and charm to convince
the experts to make their knowledge available to you.
You're most likely to get results if you do your home-
work and collect the obvious informatioh in the library
first and then use this information to ask intelligent
questions:. This brings us to the third source.

CALENDAR LISTINGS: WHAT, HOW, HEEN, AND WHERE
WHAT » . v ‘
"1§ﬂ$§§Eaﬂendar 1isting is a briéf who-what-why-where-when
notice ¥, any event of public interest your organization is
sponsoring. It cap be used to publicize either one-time, 5
dated events, such as'wbrksheps,;lecture53gor'fypgggi%qrs;”qrm o
to remind the public about on-going programs. _ -
HOW o _ } N
~ A calendar 1listing is:
’ a. Triple spaced.
b. Located one-third of the way down the page to leave
: room for an editor's notes. . ‘
xel c. As brief as possible. A string of the bare facts--
event, date, time, place, price and information num-
ber is best. If you must include more information,
. keep it short. L
- d, End of notice is indicated by "-30-" or " # # # ".
e. Be sure to include a telephone number, name of organi-
. zation, and when you want the 1listing to appear.

The more a calendar listing conforms to a paper's style,
the less work for the editor and the more likely it is that
it will be printed. .
WHEN .

Listings should be mailed to reach the editor two weeks
before the date you want the listing to appear. Check copy
deadlines on magazines, journals, and newsletters.

WHERE _ .
Most papers have calendar listings. Find out just what

each paper will or will not accept. .
Laurie Beckelman
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GET IT QUT OF BO®KS “

When you get to the library, one of the first places
to check is the U.S. Census. Most good Tibrarids will
have up-to-date cenmsus reports-for: the local area.
Sometimes they'11 have complete reports for the whole
country. You may need help from the reference librar-
ian to read all the tables, but You can get enormously
detailed information about people in your community
from the Census. Statistical facts are issued on areas
“as small as a single ci{ty block up to summaries for

the whole nation. ) . .

A thorough census is co%ducted in the United
States every 10 years. Statistical updates are re-
leased even more often. A diligent effort is made to
determine descriptive facts about every man, woman,
and child in the country such as age, .sex, income;
level of education, race, circumstances of housing.
This information is o¥ganized, tabluated, and reported
for different geographical areas. The Standard:Metro-
Politan Statistical Area (SMSA) is a valuable popula-
tion unit for a communicator. This is a major popula-
tion center, including a core city and surrounding g
suburban communitijes. A SMSA will in turn be broken
down into census tracts, each of which will include
several square blocks. : - v

Careful scanning of. Census tables can help you
determine how many people live in a given area and
how they are distributed by sex, age, income, educa-
tion, etc. These facts, in turn, can be correlated
with what you know about media use and political’
attitudes. ‘ SR

. If your library doesn't " have the Census’reports,
check a university library, 4our nearest U.S.. Govern-
"ment bookstore (often found in Federal Regional Ceh-

_ ters around the country), or write to the U.S. Superin-
tendent of documents in Washington, D.C., for informa-
tion about what's available, how it's bboken down, and

how much it costs. " L, ‘

Your 1local radio and television stations are also
treasuries of useful information about your community.
Broadcasters provide two resources:’ first, their ad-
vertising sales ‘department can give  you all Kinds of
statistics about who listens to or watches what when

in the community.;~Some of this information .is ‘collect-
ed by reph able'broadcast rating services and some of
it is rather self-serving, biased sales hype. .Taken .
Judiously, it’'s:all vdluable. Secondly, the broadcast ,
stations are-reduired by the Fededal Communication
Commission to file.a “community ascertainment report”
as part of their three-year license. renewal procedures
and to keep a copy of this nepo;t available for public
inspection at the~statiqq;-anis.ascertainment_report




ijs a very thorough analysis of the community served

‘jfy the station including detailed statistics and
thorough interviews with a wide range of. community
leaders. An effort must be made to identify and re-
port major community concerns in.the ascertainment re-
port, so you can often get a good picture of the temper.
of the community on various issues. ‘

8 According to the FCC, the station is obliged, if
°  you ask, to provide you with a copy of this report for
a nominal copying fee.

. You certainly shouldn't overlook the other media
organizations in your community. Your local newspaper
may have: detailed readership information gathered
through scientific surveys. The companies that sell
space on billboards or transit cards (the ads you see
on the bus or on the top of taxis) will have sales-
oriented information about the people they reach and
influence.

>

From: Laurie Beckelman

" For: McLean Hospital

115 Mi1l Street
< Belmont, Mass. 02178
R I (617) 855-2112

March 23, 1976
FOR IMMEDIATE RELEASE

Lecture Listing .
THE USE AND ABUSE OF EVERYDAY DRUGS. Dr. Jonathan 0. Cole
will deliver the fourth in a series of lectures on mental
health for the general public. The lecture, sponsored by
McLean Hospital, will be ‘held Tuesday, April 6, 8:00 p.m.,
at Pierce Hall, Administratﬁon Building, McLean Hospital,
115 Mi11 Street, Belmont, MA. Telephone: 855-2112. FREE.
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In-addition to the media organizations, many q@si-
nesses and governmental agencies collect social sta-
tistics in your‘community. SchGol d partments, social
service agencies, public transportatibpn agencies, /your
Chamber of Commerce, religious groups) and university
sociology, economics, or political scilence departments
all 1ike to collect social statistics’, Advertising
agencies and marketing consultants are also like]y to
knaw a great deal about your community. They arg
Tikely inclined to sell such information rather /than
give it away -- unless you can comvince them thdt they
are performing a .noble public service (and can get ’
valuable publicity) by helping you with your cdampaign,

Persistent bird-dogging and tactful requests for
access usually result in more informafion than you
really need. -The trick is to sort out what you need
from what you don't and to evaluate the .various items
of information in terms ¢f timeliness, completeness,
and accuracy. And whilé& you're going%through the
travails of gathering information, dop't lose sight of
the forest for the trees. You only wanf to bother
with those items of information that @i {1 help you

"make better decisions about how to degidn your messages

and deliver them through the media. on't lose sight
of the fact that all. the cold numbers “in the Census
broadcast ratings, or readership surveys are about real
human beings. This is why if's also useful to do some
of  yur own basic research. ..

YOUR OWN BASIC RESEARCH

This is where you talk with, listen,to, and observe
people in your audience first-hand. " There's really no
Substitute for this method of gatheéring audience in-
formation, provided you make vigorous efforts to avoid
selective perception, se]f—decepti;n; and other sources
of bias. Your research can be very¥ casual -- listening
to and talking with people at publjic meetings, on the
street, or at social gatherings. Or,.it can be a
rigorously scientific public opinion poll. There are
advantages to both approaches, as well as pitfalls.

Informal listening and talking helps you form a
qualitative sense of what's on people's minds and how
they feel about various issues. More, it gives you a
first-hand sense of your audience when i you write or
prepare messages for your campaign. This is one thing
cold statistics can never help you with. The danger
of the informal approach, however, is that you end up
talking with your friends. Even when you talk with
people who have different ideas than you do, there is
a8 danger that you will misperceive their ideas, think-
ing that they are either much closer to your own or
much more alien than they really are.

!
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A scientific suarvey overcomes these problems by
forcing you to think carefully about who you talk with
and compelling you to talk with a representative cross-<
section. It makes you ask questions in such a way that
you minimally influence the answers and interpret the .
answers in the most objective way possible. Scientific
surveys., however, require technical know-how, as well
-as considerable time and resources to carry out. . If a
great deal is riding on the outcome of your campaign,
you should not think twice about trying to get the
technical help and resources you need to collect hard
scientific information gpout your audience.

Thorough audience analysis is not an easy chore,
but it's worth considerable gtime and money if done
properly. The solid information you gain through your
audience analysis makes it possible for you to design
messages that truly influence. You will know which
media channels reach the people you want to reach.
Anything else is a pure waste of time and money. Care-
ful audience analysis is like plumbing the depth of a
pond before diving off a high rock -- it greatly re-
duces the chances of coming up with-mud on your face.

-
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~ The moonshot strategy -- how to outémart

.

.01d Phineas Taylor -

.

4

Circus impresario P.T.Barhum used to compTain that
half the money spent on advertising was wasted -- he .
just didn't know which half. S R E

. There are three good reasons why you can do much - . °
. better than old P.T. with your public communication. =
- First, far more is known today about how: .public commu-~ . °
nication works. You don't have to bumble around with-
e out-moded techniques that really didn't work all that
~ . well in the first place. Second, you can talk more di-
*-rectly with people you want to talk with through chan-
7. nels. .of communication that didn't exist in Barnum's
days. Finally, rather than making the same mistakes
over and over again, you can use modern communication
research techniques to put your finger on muddled mes-
sages and arteriosclerotic channels. :

Barnum used the shotgun strategy of communication
and used it well -- put out the message as loudly as
possible, as often as possible, through as many chan-
nels as possible. If you are unable.to take advantage
of up-to-date communication theory, specialized chan-
nels, and modern communication research, this method
works pretty well. The only problem is that you need
a circus tent full of money and the energy of a rousta-
bout. :

But thiséﬁﬁ;the‘space age. Can you image what
our space program would have been like if the boys at

< NASA had used the shot gun strategy? Scrap dealers'
paradise! o :

Today, every message. has a purpose and every
channel is carefully chosen to deliver that message
where it will do the most good. Successful communica-
tors today use the moon-shot strategy. That is, they
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tailor every message as precisely as ‘possible for
specific audience segments and send them out thrugh
carefully chosén channels at strategically selected
times. The difference is something like dialing ran-
dom numbers on the telephone at all hours of; ye day-~
and night to reach a friend versus d1a11ng the correct’
:umber at a time when you know your fr1e wv]l be1
ome. .

The moon-shot approach may SOund cqmp]1cated but ;
it's really only common sense.* Li| anyth1ng worth do-~
"ing, it requires research, thinkj d planning. And,
like taming lions sor wa]king-a . ' e, you have to
Took befgre ydh ‘leap. But in ']ong run wour preplan-
ning will pay 8ff in spades by’ puttlng you closer to
your goals faster with less uasted time and money than
any other approach. Indeed, if the moonshot strategy
had been invented 150 years ago, you can bet your bow-
tie that old 9h1neas Taylor wou1d have been sfirst .on

the bandwagon. ,

-

The moon-shot strategy is based on the following
question:  What am I going to say to whom, when, how,
to accomplish what? .

-

THINGS TO THINK ABOUT. -

1. Everything you do as.a communicator has consequences --
even if you communicate nothing. You want to maximize
‘the favorable consequences and minipize the unfavorab]e

- the ]anguage" of. your audience --in
MRAEEND: 1d use language style, examples, and
images that ate” ¥iar. to your specific audience and
appropriate to the occasion. If you are trying to reach
an audience that is culturally very different from you,
find a spokesperson who can bridge the gap. Also, try to
put all ideas and messages into a frame of reference that
is comfortable to people in your audience.

3. You should strive for clarity in your messages: -- drawing
where appropriate on well-established techniques for
assuring effective communication in written, spoken, and
visual presentat1on

4. *If'you want to change attitudes or behavior, you should
strive to reach your objective through a series of small
jncremental steps rather than expect large dramatic -
changes in short periods of time.

5. You should use redundancy -- repeat each messa e often,
re-state your main points ‘several different ways ‘within -
“each message if possible; use several different cohmun1-
cation channels for each message.

6. Messages tend to gain credibility and influence as they
reach people through several different media--so use a
multimedia approach. 5 1

(continued)
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If you've done your homework with objectives and
audience analysis, you've already answered the "to
whom" and "to accomplish what?" parts of the question
In developing your communication strategy you are pri-
marily concerned about what to say (content of your:
message) ; when (timing of delivery) ; and how to get it
across (media channels through which to convey the.
message) .

Your communication strategy is like the blueprint
for a bridge. You want to get from one bank (where
you are now) to another (your terminal objective) in
the safest, surest, most economical and efficient man-
ner, :

The plan for a bridge must consider the nature of
normal traffic as well as the possibility of freak high
winds or treacherous flood currents. Similarly, your
communication plan must take into account the routine
communication problems that face you as well as the
remote but possible pitfalls that can confront you -in
the course of your campaign.

To assure a safe bridge, you must build it on soun
pilings that penetrate bedrock. In the same way, your
communication plan must be based on sound ideas. Noted
communication theorist Wilbur-Schramm has pointed out
four .bedrock conditions that any communication campaign
must meet in order to be successful: ’

<
1) Your messages must reach the intended people in
your audienceé and stand out above -the hubbub of
competing messages to capture and hold their
. attention. *

2) Your message must be understood by people in
your audience.

3) Your messages'must relate to material or psy-
chological needs of the people in your audience.

4) New ideas, attitudes, or behavior advocated in
your campaign must not run counter to the social

- norms generally accepted by people in your
audience.
The first condition is obvious. If . r messages

never reach the person you want to influence, there's
no way they can have an effegt. This is why you must
give careful thought to the annels you select to con-
véy your message. You must choose channels the person
you want to reach exposes himself to. In fact, it's
not a tad idea to use several channels at the same time
and to repeat your message several times within each
channel. Both of these tactics increase the chan es

of reaching your receiver. If you go too far with this
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approach, however, your costs become excessive. Cost
per j,thousand (CPM), or the amount of money it costs to
reach 1,000 people is frequently used for comparison
purposes in public communication. 1If you buy a full
page in a daily newspaper, for example, you might pay
~$9.00 to reach 1,000 readers. If only ten of those’
readers are in your audience, however, you are really
paying $900.00 to reach 1,000 people in‘your audiente.
A special magazine, on -the other hand, mig cost $11.00
per thou§and readers. If 100 of those regders are in
our audience, however, your real cost is $110.00 per
thousand. You can see why.you must choose media chan-
nels with minimum wasted~coverage if you want to keep
your costs to a minimum. This suggests how important
media selection is in your public communication strate-

T ay.

Similarly, if-the message doesn't .catch the atten-
tion of the receiver, it may as well not have been B
_s§%§-1n the first place. Catching attention through
me€dia is not as simple as you might think. Psycholo-
gists have shown that the brain works. as hard to keep
messages out of awareness as it does to take them +n.

~

THINGS TO THINK ABOUT (continued)

7. Hﬂére possible, reinforce the messages you send out e
through mass media by using interpersonal channels - .-
try to stimulate word-of-mouth d!icussion among geople
in your audience. ’ N

8. Place your messages strategicall Try to inflyence
people who will in turn influence other people . You can
expand your communication resources by convincﬁﬁi ther
people to invest time -and money toward the solution of
your communication problem.

9. Involve your audience actively. Try to get people to make
active public commitments to you or to the positions you
want them to take.

10. Messages and communicators are known by the company they"
keep. Try to assure that eagh message reaches its
audience in a favorable context.

11. Use high-prestige personalities to communicate your
message, but remember that different audiences respect
different people. '

12. Determine who the'important political, social, business -
. people are in your audience and try to get them behipd

your communication efforts. ‘ A

13. Integrate well-established and appropriate psychological
appeals into your message such as security and social

- acceptance. Integrate your messages into the context of
the self-interests of the audience you want to reach.

14. Use the band-wagon effect. Show your audience how ¢
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You can verify this for yourself by going through a
Newspaper or mgazine you've read recently ‘a second
time. If you'll scan each colpmn carefully you'll be
astounded at how many items you-missed completely.
There seem to be many reasons why our brains work so
hard to keep information out of'our awareness. Perhapt
the major -reason is that there: are far moré signals
coming into the eyes, ears and. other senses at any one
time than we can consciously deal with.

Imagine, for example, that you are driving home
frem a week.at the beach through, rush hour traffic. .
Your poison ivy is killing you;: Your kids are fighting
in the back seat. Your spouseiﬁs complaining that
you're always daydreaming and pever pay attention to
him. The newscaster is reelingoff the latest sports
scores. . The car behind you is tailgating. The .car be-
side.you is ‘a police car. And.the threffic light up
ahead turns yellow. '

Your brain must sort out all of these signals.
You can't pay attention to all“of them at orice. The
sorter may work something like this: "Urgent! Send uf

- to awareness instantly! Hold this one until the Crisis

is over. Are you kidding? He can't be bothered with
such trivia at a time like this...Ignore! Ignore!'"

Which signals are considered urgent and which get
ignored depend on many things. We respond to some sig-
nals automatically. These are the frequently experi-
enced signals that'{rigger various habits or automatic
responses within-us. You may not even be aware of see-
ing the yellow Tﬁght,(but you come to a smooth stop
anyway. Some signals are ignored as unimportant. May-
be you hate sports so you don't even hear what the news
caster is saying or, maybe your kids fight all the time
so as long as they aren't drawing blood you don't give
it a second thought. -Some signals get put into memory
for Tater attention. You've got a tricky traffic situ-
ation on your hands so you momentarily put your spouse’
complaint out of your mind and, fqr the moment at least
your poison ivy stops itching. 'Some signals get immedi
ate, close, and continuouszfttention. The car behind

d

You poses a threat to you a xgyr family so you watch
it closely in your rear-vie ‘

-

mi¥Yror.
[

No two people will sort out these signals 1in
exactly the same way, however. Generally speaking,
people pay attention to changing signals in the environ
ment that are slightly out of the ordinary such as a-
sudden movement, an unexpectedisound (silence), an odd
shape, contrasting color, or distinctive pattern. Be-
yond this, however, people will perceive and -respond to
signals that relate to their psychological needs, that
are consistent with the context! they are involved with
at the moment, and which fit their logic, language, or
category systems. .
P
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In communication, the less clear or the more ambig-
uous the message, the more likely the receiver will ,
etther fail to see it or will distort the intended
meanipg if he indeed does see it.

Here are some examples of the principles I've been,
talking about:

W

t . L1
_When you first turned to this page, chances are -
your eye was attracted to Figure 1. This is because
it is a diagram in a book that is mostly words. Think
back to what you thought when you first saw the dia-
gram. Did yu try to figure out the meaning? If you
thought you grasped the meaning you were fooling your-
self becayse as. far as I'm concerned the diagram has
no meaning .jn/the context of this book. Caught your
eye, though, ®8dn't it! From this you can see why ad-
vertisers use br t colors, catchy slogans, pretty.
girls, flashing signs, loud music ar other razzmatazz
to hook your attention.

Here's an @xample of how your motivations influence
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your perceptions. There are many odors in a city --
automotive exhaust, rotting garbage, industrial odors,
bakery odors, and dog litter, for example. If you are
really hungry, chances are you can smell a bakery or
a Colonel Sanders Kentucky Fried Chicken stand a b]ock{_
away. If you've just finished a big meal, you're much
less likely to notice food odorsY but rotting garbage.
may. make yu- feel a bit nauseated. Try to imagine the
odor of baking bread. If you're hungry it should be
fairly easy. If you've just finished eating, it may
be more difficult. Relating your messages to people's
needs is extremely important. , .

The context in which a signal occurs is also very
important. If the meaning of a signal or message is
ambiguous or is not immediately clear, we tend to look
at the general situation or background as well as the

v signals that come before and after for clues to help us
figure out what the message means. If a message is -
presented at an inappropriate time, it may be-thrust
into an unrelated context and therefore be misundér-
stood. In this casé the background or context con-
fuses more than it clarifies. ‘There is a pattern- in
the following sequence of figures, for example. See
if you can continue the series by drawing the next

MOBME

If you have trouble,there's a clue at‘the epd 0%4
the chapter.  Don't peek. .

R

_This example suggests that you must deliver your
message at the appropriate time and in a meaningful
context if people are to perceive it and take it ser-
iously. If Henry Kissenger wants to send a serious
diplomatic note to the Kremlin, for example, it's
doubtful that he'd print it as an'ad in Playboy -- even
though he may know that Bréshnev reads every 1ssue.

As an example of how the experiential or concep-
tual categoriesa-person customarily uses influences
perception. Imagine an antique dealer, an engineer,

a teenager and a grandmother walking by an old cabinet
radio at a fleamarket. The antique dealer sees a good
buy that can be resold at a profit; the engineer sees

* an example of outmoded electronic technology that was
Pretty hot stuff in its day; the teenager doesn't see
it at all because it's just junk as far as she's con-
cerned; the grandmother feels a wave of nostalgta for
.the old radio programs and the pleasant Sunday evenings
with the family sitting around the set. -

49 1

96




K. Substitute any message you send out for the old
binet radio and you can see how different people read
quite different meanings into you essages, responding
as though you had said totdlly different things.

This brings us to the second condition Schramm says
you have to meet: your messages must be understood by
the people in your audience. .

Clearly if I wrote this book in Swahili or Urdu
many readers in the United S tates wouldn't understand
a word of it. You have to "talk the language" of the
people in your audience if you expect to be understood.
But if you think about it for a moment, _even people who
speak English often have trouble understanding one
another. Specialists talk differently than laymen.
Poor people talk differently than rich.people. Well-
educated people talk differently than less well-educated
people. Children talk differently than adults. Recent
immigrants talk differently thaW#r descendants of people
who came over on the Mayflower. When people in these
different categories talk to people in other categories
the chamces for misunderstanding are high.

THINGS TO THINK ABOUT (continued)
\
"everyone" is getting behind your point of view.

15.- Be sure that each message you send out is appropriate
to the channel through which it is sent. Try to make
effective use of the advantageous characteristics of each
communication medium you use. Be sensitive to the needs
of the media gatekeepers so they will reinforce rather
than impede your communication efforts.

’

16. Think boldly in d oping attention-getting devices for
your messages, buf sure that whatever devices you use
reinforce rather t detract from the intent of your

message. Consider how you can create a positive climate

for your message, perhaps through the use of humor or

entertainment, where appropriate. . v

17. Try -to get the most for the least in your various uses
of média. Look for solutfons that help you achieve
several quectives with one stroke. .

18. Try to work out evaluative procedures®for each step or
element in your media strategy. Think creatively about
this; for example, consider how a biologist uses radio-
active tracers to study the metabolism of a.plant.

" Coupons in magazine advertisments serve a similar

function. .

N

##4
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Here are a number of garden-variety villians in
the Welodrama of misunderstanding:

OVERLY TECHNICAL LANGUAGE ,
The reverse-current method suffers the
additional handicap of charge-storage
in the junction when the forward current
is reversed.

Technical lariguage is. invented to allow greater
precision in communication. But all technical terms
must be defined and the audience must understand the
underlying concepts and assumptions of the discusTion
for true communication to occur. Otherwise technical
talk might gust as well be a foreign language or secret
code. ‘Bankérs, lawyers, engineers, scientists, theo-
logians, educators all yse technical language at times.
If specialtsts are involved in’ any aspect of your
public communication campaign, watch 'em 1ike a Jhawk.
Otherwise they'1lg end up throwing technical words
around like rice a wg¢dding. .

Jargon, slang, alphabet abbreviatijons for * .

organizations, government agencies, or

programs that aren't spelled out for the-

non-initiated reader --

Jargon ijs bastaré;zed technical language that is
often used to snow the reader or listener, rather than
to communicate information. Here are a few Jjargon
words ‘#that have been borrowed from psychology: ego,
empathy, psychotic, schizoid, hyperactive. If you'd

"like a few from education: individuated instruction,

open-classroom, affective learning, rescurce room.
Jargon is often a verbal smokescreen that hides the
writer or speaker's ignorance. Even pprofessional com-
municators use jargon, believe it or not. Sam Riley
from Temple University draws attention to this little
gem:

Normative multi-4imensional perceptual states

relate directly ty non-political cognitive

modernity. '

Slang, on the other hand, often starts out as an
attempt to make talk colorful and vivid. Surfers hang
ten. Car freaks get gigs to score bread to chop and
channel their shorts. Kids talk about hot tickets and
wicked bummers. There are two problems, of course, If
yot don't know the slanguage you're left high and dry
out in the cold. Or, if the slang is so successful that
everyone knows what it means, it's about as colorful as
an anemic zombie.

: Government bureaucrat$ have to be world-champion
alphabet-soup freaks. We're all familiar with IRS., FBI,

USIS, DOD, DOT, CIA, TVA. But spend an hour in a
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Washington coffee 2hop and you'll have mysterious abbrev-
iations and acronyfms coming out your ears. In Boston,
people following the school desegredation issue had to
contend with CCC, CDAC, ROAR, CAR, NAACP and about forty
bezillion others. If you must p]ay with alphabet blocks,
tell the rest of us what your abbreviations stand for

at least once in everything you write.

Overly-abstract Janquage that goes on foreveg
1n windy phrases about things you-can see,
hear, smeil, touch or &asfe --

I found th1swbeauty in a government pamphlet on
patents:

In order to be entit]ed to reexamination or
reconsideration, the applicant must make

request therefore in writing, and he must s
distinctly and specifically po1nt out the

supposed errors in the examiner's action;

the applicant must respond to every ground ’
of objection and rejection in the prior _
Office action ~-- except that request may )
be made that objections or requirements

as to form not necessary to further consider-
ation of the claims be held in abeyance

until allowable SubJeCt matter is indicated --.
and the applicant's action must appear
throughout to be a bona fide attempt to -
advance the case to final action. . ‘\ L e

oow

Enough said. N L
S 3
- k§

I11ogical, disorganized and/or' ungrammatical ‘

Tanguage -- T e fifdg S ¢ e
| :

You don't necessar11y have.te wr1€e and ta]R by

the book, but you should do everyth1ng you can to ;‘4 %:ﬂ
make sepse. A graduate student of .mine” stateﬂla camr‘,

pa1§n objective as follows: PIERE T, S ._“)f
"Increase the number of repghted rapes&ﬁn 'f@,\
Boston by January 1, 1977." . (\ﬁ P SR ¢

Diagrams, photogrephs, mok1on'p1ctures or.other

visual messages that are poor]xicomposgg, focused,
reproduced, or captioned —-_ R )

>

Go to a technical confepence- sometime if you

want to see« this villian wo k1ng,overt1me -*The space
scientist stands behind the lectern- before 625 peop]e
and asks for the first slide.. The slide, poor1y L
focused and exposed, shows 58 1lines of computer pri ?'
out and a graph with 22 wavy,gray~41nes But you n't
see it because the house 1lghts.are stil1l oh. “As every-
one can see, . the st1ent1st>saxs, "my. datd proves.u.fi

. ¥ :

: e
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Audio tracks that are poorly produced -- & /

/
These oftef result when the home-movie buff trigs

to produce a program for his favorite community organi-

zation using two borrowed cassette iape recorders and

a narrator who blew his audition f the church Christ-

mds pageant. ’ ‘ /!

Insincere or pret%h@?@us speaking or writing ;-

i

If you've had anyoné try to sell you land in’
Florida lately you're well acquainted with this one.
Funeral parlor commercials are also pretty good at
this. When you speak or write, be yourself. If you
: .. have something worthwhile to say, chances are good
ra - that people will listen regardless of the sophistica-
‘tion of .your presentation.
»

Excessive background noise, visual clutter, or
indeed, any potential distraction from the main

point --

’

Anything you say or write in public communication
should have a purpose. If you are preparing a new@let-
. ' ter or poster, every mark on the paper should have &
. T meaning that relates to the whole. If you set up a
g meeting, find a quiet place and eldminate all dis-
R i tractions. A frame of white spacé sets off a beauti-
v\ "7 ful painting from a cluttered world. Try to frame
ﬁ@ ' every message in your public communication campaign in
the same way.

’.%P’ : Even if you succeed in getting your meaning across,
: .~ you may find that people don't really care about .what
s "you have to say. This happens when your message

L “doesn't relate to their needs or interests. If your
E message relates to pressing material or psychological
5, ~ peeds of people withinfyour audience, they will work
' harg to seek it out and decipher its meaning, even ’
if ghey have to overcome distracting noise, poor
writing, or visual disorganization to do so. This
still doesn't mean they wijJ1.-decipher the meaning cor+
‘rectly, but it does mean they have the motivation to
o7 Fpry. If your message doesn't relate to perceived
e . .needs, people in your audience will usually ignore it,
L E “regardless of how skillfully it's presented.

S 4 PR If you're talking to a lot of people you've never
. e met, it's sometimes hard to know what their needs are.
' K .- Some advertisers have this problem because. they are
o “ selling products that no one on earth really peeds.
But they get sneaky. They appeal to real, unlversal
psychological needs like sex, status, security, or
belonging.. They use words and pictures to make our
basic needs rise up out of the psychological depths,
then they try to show how buying their hairspray, dog
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biscuits, laundry brighteners, exotic sportscars or
congressional candidates will satisfy these needs and
make the vague yearning go away.. This is a twice
sneaky tactic because the needs they are appealing to
can only be satisfied temporarily, increasing the
chances that we'll be repeat customers. You can spot
this tactic when the message suggests you're not sexy
eqough, young enough, well-enough liked, part of the
"in" crowd, or that you might d¥e at any moment leav-
ing your poor loved ones destitute.

Politicians have their own bag of tricks, like
talking about evil forces boring from within and with-
out, making uws feel that the state is going to topple
at any moment. If you think about it, however, this
1s usually the same basic tactic of persuasion that
you see in fire insurance ads, some public health
campaigns, and claims for products that are supposed
to eliminate body odor. '

When you design your messages So they relate to
perceived needs of people within your audience you are

PRODUCING A SLIDE FEATURE FOR TELEVISION

A slide feature is a one or two-minute factual feature
aimed and providing either news, information, entertainment,
or education. Your organization can produce a slide feature
inexpensively for use by television stations during their
newscasts. : !

Though it is unlikely that major market stations will
accept these, many smaller stations, lacking the staff and
budget to produce a lot of feature material, will welcome a
well-executed, informative piece.

Think imaginatively in choosing your theme. Beyond

straight news there are many special interest areas -- from
consumer affairs to sports to the arts -- for you to zero in
on.

Here are some tips on putting together your slide feature:

About the slides:

1. You'll need four to six higﬁ-qua]ity 35-mm slides that
maintain visual interest and tell a clear story. They
should be numbered in sequence. -

| They should be horizontal (1ike your TV set) and in color.
Never substitute transparencies or prints for slides.
Don't use typewritten titles on slides. Stations’won't
accept them.

. Items of visual interest in your slides should be toward
 the center, never aiythe edges since the slides will be
cropped slightly wheh broadcast.

- (continued) :
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"canalizing" your message according to communication
theorists. When you show how a particular legislative
bill will reduce taxes to improve education as a tac-
tic for stimulating support for the bill, you are
“canalizing" your appeal to vote for the bill. People
always want to reduce taxes or improve education.

Your appeal shows that they can help do this by support-
ing the bill. When you think about it, it's only
common sense to canalize your message. The only moral
objection I have to this tacti¢ in advertising or
politics is when false promises are implied.

The last condition for successful communication is
also a matter of common sense. People very seldom
change their ideas, attitudes or ways of behaving with-
out consulting many other people around them. People
spend their waking hours in families, neighborhoods,
work groups, social and recreational clubs, civic groups,
and religious organizations. Each of these groups spell
out either formal or informal conditions for membership.
Further, these groups tend to establish, often informal-
ly, many norms of thought and action for individual mem-
bers. And each group has its own sanctions and rewards
to keep individual members in lineyg It's very reward-
ing to receive the support of a grdup. Similarly, it's
very painful to be ridiculed or ostracized. -This is
why people don't usually change their ideas, attitudes
or behavior without checking it out with the people they
associate with in valued groups. :

If your message runs counter to accepted gA)upw
norms, your Jlistener is put under cross pressure. Since
the group usually has more frequent, more immediate,
and more substantial influence with your listener,
your message usually comes out the loser. On the other
hand, if yur message reinforces accepted group values
it will be much more likely to be accepted. This is
why communicators often try to show that "everyone's
doing it," The old cliche of the campaign bandwagon
is quite appropriate. If people have the idea that
climbing on your campaign bandwagon is "the thing to
do," the success of your campaign is assured.

Now that we've explored these basic principles,
_it's easy to show you how to develop your campaign
strategy.

Afi - you've thoroughly investigated your problem,

set objectiveg, and analyzed your audience, you're
ready to develop a theme for your campaign. A theme
is a single, highly compressed idea, slogan, or visual
image that sums up the major thrust of your campaign.
A good theme is eye and ear catching, easily remember-
ed, relates to the needs and interests of the audience,
and offers minimal opportunity for parody. Some of
the great themes of advertising might inspire you *-
I'd walk a mile for a Camel..." "“"See the USA in a
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Chevrolet..." "You deserve a break today..." Smokey
the Bear provided a memorable thematic image for the
U.S. Department of the Interior's forest fire preven-
tion campaigns. Or what about the Jolly Green Giant?

A good theme gets under the skin of the listener.
It acts as a focal point for many of the more subtle
fdeas or facts of the campaign. Every time the theme
comes to mind, or is reinforced through media, many
other associated ideas of the campaign are stimulated
in the listener's mind. In this way, the theme tends
to integrate many different messages carried by many
different media throughout the campaign. The theme,
in effect, helps knit together a consistent, effective
image for the whole campaign.

The next step in your campaign strategy is to con-
sider the various media channels available to you. You
might start out with broad categories such as face-to-
face, print, broadcast. As you get deeper into your
planning, however, you'll want to become very specific--
the weekly}education column in the local paper; the

4

PRODUCING A SLIDE FEATURE FOR TELEVISION (continued)

About the script:
1. Use simple ‘1anguage.

2. Type your script on a separate piece of paper, not on
“ the.cover letter.

Send two copies,.

120 words is approximately one minute of copy. Plan to
allow about 20 words per slide if you're using six
slides. 40 words if you're using four.

Laurie Beckelman
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public affairs talk show on station WXYZ; the PTA news-
letter. Your select a specific media channel for many
reasons. It covers the same geographic area as your
audience; it is read, watched or listened to by people
in the same age, income and education bracket as people
you want to reach; it's appropriate for the kind of
message you want to put out; you can afford it.

Here's a very useful tool to help you decide which
media channels to use to reach the various segments of
your audience. I call it a media selection matrix.

! AUDIENCE S EGMENTS
parents
of ) .
bicycle bicycle
___________ riders _ riders _ teachers motorists
chool : ‘
ssemblies _ ____________ —
i
bulletin
poards _ ____ ___________ ____ 4
i
Eafety
Bay _
i
Nocal
hewspaper _ _ _ . : —
ﬁgge_ﬂ_ _radio_

Media selection matrix

First you list all the audience segments you want
to reach across the top of a large sheet of paper.
Then you 1list all the media channels that might be
remotely useful to you in your campaign down the left
hand margin. You mark off rows and tolumns. You now
examine each box starting at the top left corner of
the matrix. Each box represents a particular audience
segment and a particular media channel. Ask yourself
if this media channel is appropriate to reach this
particular audience segment. If so, put a check mark
in the box. If you don't feel that it's appropriate, .
you leave the box blank. Now, as you examine the
pattern of checkmarks, you can see the various channel

options you 7ave available to reach each audience seg-
ment.

3

The mext step is to define terminal communication
objectives for each audience segment. You will have
successfully completed your public communication cam-
paign when you've reached all of them. Looking at each
specific audience segment, ask how the various media
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channels you've checked can be used most effectively

to reach your audience. You may decide that some chan-
nels are more important than others. In this case you
may decide to eliminate the less powerful media possi-
bilities. On the other hand, looking across each row,
you may find that certain channels reach several audi-
ence segments simultaneously. This may argue for
leaving it in, although there are more powerful media
choices for reaching a given audience segment. You
want to try to maximize the chances of reaching the
communication objectives assigned to every audience
segment while minimizing the expense and production and
distribution efforts of your campaign. When you've
come up withf a pattern of check marks in the media
selection matrix that you like, number each box that

contains a ark,

It's possible that you'll need more information
about each channel possibility before you decide
whether or not to use it. The reference'room in your
library provides one good source of information, and
the sales department of the particular media outlet

EFFECTIVE VISUALS .

© tell the story quickly, boldly, and directly.

0 are brief, clear, and to the point.

© contain only essential information needed to gét the
message across.

0 are not cluttered with lots of words and too much
design. R

use striking colors for strong impact.

%

Mary Maurides
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you're consjdering providﬁs a second. There are three
valuable media selection peferences: Standard Rate
and Data Services, Broadcdsting Y earbook; and AyerTs
Directory of Newspaggrs_ and Periodicals.

Dabd Service publishes several
onsumer magazines, business
magazines, and radio d television stations. The
directories are desi d to help people who buy adver-
tising time and space determine what media outlets are
available in various parts of the country and for var-
ious special interest grpups. Published advertising
rates are listed, although these should only be taken
as guides to the mximum you'd expect to pay, since
all of these rates tend to be negotiable. Brief infor-
mation is also given about editorial and sales person-
nel, circulation, and editorial policy.

Standard Rate a
directories that 1lis

Broadcasting Yearbook lists all of the radio and
television stations across the country. Each listing
contains basic information such as key personnel, for-

mat, transmitter power, antenna height.

Ayer's Qir99£0r¥_9f_Newaeeegrz_ nd Periodicals
"Tists daily and weekly newspapers an E?FTGHTCETS
published in the U.S., Canada, Bermui%, Panama and
and the Philippines. For each it gives frequency,
political leanings, founding date, subscription rate
and circulation.

There are many more specialized media directories
and reference sources, but they tend to be less availa-
ble to non-professional users. Professional rating
services such as Neilson, ARB, and Stamch, for example,
issue periodic reports of who is reading, listening to,
or watching what when in the public media, but their
services are quite expensive and generally only availa-
ble to advertising agencies and media organizations
with enough money to pay sti(f subscription fees.

When you've completed your media selection matrix,
you're ready to plan in more detAil how to reach each
segment of your audience. fach of the boxes you've
checked represents a specif ¢ -ommunication link with
a particular segment of ycur audience. Each of these
links can be considered a specific program 'in your
overall campaign. You want to weave these programs
into a responsive network that reaches your total audi-
ence. You might think of each ¢f these separate com-
munication channels as a key on.a piano. Your job as
a communicator is to play the right keys at the right
"time to make music with your audience. If your think-
ing is not clear, or your fingers are not coordinated,
you'll only succeed in making noise. To make music,
you have to know vhat to say over each channel, how
and when to say it, how to enter the message into the
channel, and how to determine whether or not it
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reached its destination and produced the desired ef-
fect., It's useful to fill out a communication work-
sheet for each square you've checked in the media
selection matrix:

Program: 5 : e T

. ', \
Channel: . PTA newsletter ‘ {
Audience: Parents of children who ride bikes to

Underwood S chool

Communication objective: Stimu]ate 80 pef cent of
parents to check-out safety
features on their childrens'
bicycles and didcuss safe
riding habits with their
children within the. next month.

Provide a checklist to help
them do this.

Resuits will -be measured by
+ a random-sample telephone sur-
vey conducted on October 20.

Thg@g_gf_gg@gglgn Mike Superbike says, "Take pride
in a safe ride.

Summary of message: The message will point out that
‘ the number of bicycle accidents
in the Underwood area have in-

J creased over the last two years
and that effective steps must be
taken to reduce the number of ac-
cidents.

it

Bicycle safety checklist.

Format: Cover news story will tell about the rising
trend in bicycle accidents and announce the

Underwood bike safety campaign. -

Bicycle safety checklist will be provided on'
inside front cover.

Principal Sullivan will write the‘guest edi-
' torial on the subject of bike safety.

Calendar listing will contain dates for bike
safety -events.

Attention- gett1ng devices: Print headline in red. Vivid
L 60




b .
graphic of an accident in-
Y vglving a bicycle.

Audience needs: L%@p for and responsibility toward
chifldren.

- 1
Yignificant groups:% Family, PTA

. valuation Random-sample telephone survey on October
ToTmmmeTT 20. . L

Number of bicycles registered on Bike Day.

- Comparative accident ;tatistics over.next

year.

Date of release: October 1

~ Frequency of release: one tfme

Follow-up: MWovember issue of newsletter will contain
news story that reports results of survey
and success of Bike Day.

“~ Each item on the communication worksheet should
be self-evident. The program number, channel, audi-
ence, and djectives are taken ‘from the media selec-
tion matrix. The objective that you list, of course,
is the intermediate objective that you've assigned to
program number five. In order to reach the terminal
objective of yur overall public communication campaign’,
you have to reach all of the separate program_objec-
tives listed.on your média-selection matrix.

A format is a specific way of organizing informa-
tion so that it is :suitable for a particular medium
and audience. There are«many different formats in a
newspaper, for example.: There are.straight pews
stories that just give you the facts. There are news
features which give you interpretation and background
information. There are editorials, paid advertisements,
letters to the editor, and so on. On television there
are news shows, dramas, quiz shows, talk shows, commer-
cials, and public 'service announcements. Each of these
formats lends itself to particular kinds of information
and particular purposes.

Audiences tend to trust some formats more than
others, for example. A news story is more believable
in general than an advertisement. The newspaper, on
the other hand, will sell you advertising space,: but

.you must convince the editors that your story is news
before they will run it as a news story. Knowing which
format to select for what purpose is an important skill

, in public communication campaign planning. You can
- think of formats as differen¢ly shaped packages for in-
formation. As you read the newspaper, listen to the
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radio, or watch television, try to identify the di f-
ferent formats that are used.

‘ Once you are acquainted with fhe different fo_rmaté,
" Yyou can decide what formats to use for your ‘purposés
by asking the fallowing questions: '

--What different formats are used in the medium I
. want to use? .

--How do the editqr§ decide which formats to use
for the different kinds of information they
present in this medium? A

- L »
-~Which formats are most credible to the audience?

.=-Which formats are available to me if I want to
get access to the medium?

-fgiveq the length, point of view or slant, ob-
pt»Ject1vg or _subjective nature, pictorial features
. of my info#mation, which .format seems tg- besmost
\\ suitable for my purposes? R
) iy

VISUAL DESIGN TIPS FOR GOOD COMMUNICATION . . .

Good symbols for movement are:

Lines and arrows

Background .shapes

Grouping ejements together for effect

Active illustrations

, ) : . v

Emphasis: If each element (part) of the visual has equal
intensity, the final effect is flat. Some parts must be .
less strong than others so that the eye. is directed.to the
most important parts. This is done through: -

Contrasting background shapes
Open spaces or white spaces

* Strong contrasting colors
Constrasting sizes or styles _ .
Contrasting letters with différent colors
A large illustration

Unity: The parts of a visual should "hald together" so that
one part does not dominate to the extent that it becomes
oBEEr than the whole. This can be done/through:

g‘{r]apping parts
M@ use of lines ‘ .

4 ' :
Special Appeal: A visual is designed for a special purpofge
and should have just one theme about.that purpose. The &;'
visual should show'a feeling for the event, service, or "%

dttitude. ) ’ : : » :
ude. 69 :
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’ -How can I tailor my information to fit a Suita-
ble format that will.increase my chances of
access to the medium without losing the point of

- the message?

If you can skillfully adapt your information to the
formats customarily used in the different media, you'll
greatly increase the'effectivenes§ of your communication ;
efforts and the chances that your messages will get

-picked up as news, feature, or program material by edit-
ors and run as .editorial material. The alternative s
to buy advertising time or space. The difference-
between whether you pay for advertising time or space
or get free publicity, in other words, often amounts
to the format you use. 4 :

In advertising ydu pay for both production_and
distribution of your message. and you appeal diréctly to
your ultimate audiqnce._

) In publicity you try to design your message so )
that ,it meets the editorial needs of specific editors.
You pay only for ‘the work required to get the editors
interested in your message and>to prepare the informa-
tion they need in the form they need it to riun your
message editorially. T " -

. Editors are constantly looking for new iaeas and
information, of course, so it's relatively easy to
attract their interest as long as you can speak their

N , language and are sensitive to their editorial needs.
_ : 4 The best way-to learn their language is to get to know
&ﬁ‘ ‘ them professionally and personally. .You can get to

know them professionally by reading their newspapers or

) magazines or listening to or watching their broadcast

i programs. - You can get to know them personally by visit-
ing with them in their offices and discussing your con-
cerns and how they fit the editor's needs. When you
have a specific story, then, you know which editors to-
coritact and low to prepare the material to fit their
needs. Generally, you'll send them a press release or
invite them to a press conference- Press releases’ are

~.usually used for routine stories that involve important

personalities or dramatic events. ) '

You can also get free publicity by Submitting re-
leases for community calendar listings, contacting pro-
ducers of rad¥o or television talk shows to arrange
personal appearances for people in your organization,
- suggesting good ideas for feature stories to newspaper

ot or magazine "editors, suggesting ideas and doing research
for public affairs programming by radio and television
,  Stations, staging newsworthy events and getting your
‘ N organization involved in important public programs that -.
e, ot ¥, dre:going to be covered by- the media, to name just a
: ~few possibilities.. A .
. ‘ A ,"%‘t? .




One of the most important channels for publicity
is word of mouth. If you can get people talking about
your organization or programs in a positive way, your
public communication efforts can be considered a great
success. The basic principle for doing this is to in-
volve people in every way possible in your activities-
If you can work through other organized groups so much
the better. A message received through the mss media’
is much more likely to be seen, noted and acted upon
if it reinforces word-of-mouth messages coming from
friends ad associates. For this reason, use your
imagination™ to reinforce the messages you put out
through the'inass media -with face-to-face communication.
If you can get listeners to commit themselves .verbally
to your ideas or programs, your success is assured.

Oh, I almost forgot:-

we

2 3 4 &5
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The time of your.]ife -- don't
throw it around 1iKe that.

There are four precious resources that you never
have enough of -- time, money, information, and creative
jdeas. :

To some extent you can substitute any of these re--
sources for any other. If you have detailed information
about your audience, for example, you save both time

“and money because you know just exactly what to -Say and
what media to use to say it most effectively. If you
have less detailed information you are less likely to
say the right thing in your messages and more likely to
choose inappropriate channels -- which means that you
must spend more time and money to assure adequate media
coverage. -

Similarly, a highly creative message may get the
same degree of attention with one exposure as a humdrum
message repeated 20 times -- a clear saving of time and
money. o . '

There is a distinct difference between time and
money as resources on the one hand and-information and
.creative ideas on the other, however. :

The difference is that you can only spend a minute
or a dollar once, whereas a scrap of information or a -
bright idea can be used over and over again. '

. This suggests that you need to watch your minutes
and dollars very carefully during the course of your
campaign. Since you never have enough of either, you
must milk every drop of value you can out of what you
have. This takes planning. :

Profesgional communicators use two extremely power-
\
|
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ful tools when it comes to planning :how to use t;z;r.“. . : <

T

time and money. They keep track of time,with f¥ E

charts. They keep track of ‘mo ey with Bfdgets. is
chapter will deal with flowcharts and the next with '
budgets. e e o S PV .
A f]owchart is a nifty way to keep track ofj%l] the "o .y
little jobs that need to be done to,chrry.o@t an effec-a *~ Py

tive'gub]ic communication campaign. . “A flowchatt helpss "\ f, ]
you figure out the most efficient way to get all tRe - 4\\“;“ R 4
Jo:'kdone. It tells you the shortest amounit of time- . s

ne “d to complete a complicated sequence of tasks and: sy :
helpPps you figure out the damage when a particular, job ', | & 7F N
doesn't get started on time or takes longer‘thaniﬁlanned. n
With a flowchart in your hdp pocket, you Hon't-havelt%'.‘ e
run around with that unsettfled feeling'#n the pit. of - s
your stomach that there a thousand things that need to - .

be done, but you just can't fiqure out where to start. .. R
To my way of thinking, a flowchart is literally a 1ife- - .
saver, After all, you only have so many minutes in . °
your life, so you can't afford to throw them around B

‘like nonreturnable bottles.

A FEW PRINCIPLESagz/fESUAL DESIGN
BALANCE is the basic quality of-all design. This is done

through careful arrangement of the elements of the visual--
lettering, gymbols, pictures. -

- Formal Balance: The design is divided right down the
middle and one side is exactly the same ¢r is a mirror
image of the other in shape. This type of balance
communicates formality, serenity, and restfulness.

Try to use a large amount of white space for this kind
of balance, as well as simple drawings and sharp

colors with good contrast. .
Informal Balance: This is a design, cut down the middle,
s which is not the same on both sides. A large element

on one side can be balanced with a smaller one on the
other--but placed further from the central line. This
type of design appears active and dynamic-in contrast
to formal balance design. Look at ads in magazines

, to see how this is done.

Movement: Mevement directs the viewer's eye from one part
of the poster or graphic to another. In this way,
various points may be stressed in order of importance.

COLOR

attracts attention

identifies ‘

gives emphasis g

lends feeling for the ideas being presented

can create unity and movement

Ellen Zitner
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ST :"'\(/ For the idea of a flowchart to make sense, you
"have to understand clearly the difference between a
job or task and an objective. t

'«-ﬂA‘/ A task is a unit of work that takes time to accom-

Y plish. Washing the dishes, pouring the foundation for

e, a house, or writing a press release are all tasks.  In
AR . —the language of a flowcharte a task is represented as
d short straight 1line. : .

s

If you want to indicate how long a task is expected
to take, you put a number in parentheses over the line
‘which represents the number of hours or days the task
is expected to take. .Don't mix hours with days in your
flowchart, however. Be consistent with whatever unit®
of time you choose.

Objectives, on the other_hand, are points of prog-
ress. You've either arrived or you haven't. You might
consider the time when the last dish is washed, the
foundation is hardened, or the press release-is wfritten
as objectives. ,In a flowchart an objective is re re<x
sented as a small box with a number inside. It d n't

- matter what number you use, as long as each objective
in your campaign has a unique number assigned to it.

b4
P

For every task there is a unique point of progress
that lets.you start the task and a unique point of prog
\(/ ress that marks the completion of the ‘task. These anq/fn
the start objectives and end objectives of the ;kf
. respectively. This suggests that any task can b&
ofibed’ by, three numbers -- start objective, end %ob/fe
IRVe and estimated duration. Lo

B (32)
18 31

P4
«5 7

or
o 18/31/32
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) There can Be only one start1ng point for the kﬂl
Gampaign as a whole, of course. This can be represented-.
as a circle with a number inside. I always like to use

. 100 as anice round number.

‘H

One thing you may have noticed about various tasks
is that sometimes you have to do one task before you're
really able to do another. Before you can replace a

-flat tire, for example, you have to jack up the car.
One small part of a more comprehensive flowchart for
changing a tire might look Tike this:

y (10) (15)

-Objective three might be "jack removed from truck."
The first task, which takes 10 m1nutes, is to jack up
the car. Objective four is "car'jackedup." The. second
task, which takes 15 minutes, is to take boff the flat
and install the spare; objective five is "tire changed."
sIn“ this case the two tasks are strung together end-to-
end like a chain. .

.

Sometimes two d1fferent tasks can be done independ-

ently and at the same time. While one person is jacking “;:

up the car, for example, another person might set out
safety flares on the highway:

ObJect1ve three is aga1n "jack removed from truck;
objective “sevén.is "safety flares ignited and in p]ace.
It's estimated that the task of sett1ng out the flares
will take two minutes. While that's going on, someone
else is jacking up the car.

Let's develop a complete flowchart for the produc-
tion of a slide-fape presentation. The slide-tape show
will use 35-mm slides synchrynized with an audio tape
to tell the history of our organization. It will be
used to tell the history of our organization. It will
be used to recruit new members. We want to have the
show ready for a premier showing at our April meeting
30 days from now, so our first question is whether or
not we can get it completed on time. Secondly, we want
to know what jobs need highest priority of effort and
-what jobs must be started r1ght away.

The first step is to list all of the jobs that
have to be done to produce the show and to define the
objective of each job. We'll list the jobs randomly
as they occur to us and arrange them in sequence Tater.
We'll assign an arbitrary number to each objective,

68.
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% ng careful not to assign the same number to two
gtiferent objectives: ' -

‘ estimated end objective
task ~ duration objective number
i .
, ‘ ) START 10;7-
Research -- talk to 10 days Sufficient ﬁ :
old-time members and research in-
go through organiza- formation com-
) tion records . piled to write
- script
Write script and 5 days Script approved 2

submit draft 4o
board for approval

Prepare ’get ‘ 1 day Budget approved 3
and subm to
board for approval
Locate and hire ° 5 days Contract signed 4
. photographer ' by photographer
Locate props, cos- 5 days Props, costumes 5
tumes and locations and locations
ready for photo-
graphy
e Locate and -hijre 5 days Contract signed 6
. artist o . by artist
KN ) ! ’ '
Fo Titles and artwork - 5 days Titles and art- 7
. prepared work ready for :
~ photography
“Photography 3 days Photography 8
comp%fted
Film processéd by 2 days Acceptable 9
lab slides returned
from lab
Locate sound . 2 days Recording time 10,
studio booked in ik

suitable studio ,

/ Locate narrator 1 day - Contract™signe
, ' by narrator
Locate music - 2 days Music chosen 12
Locate sound efflcts .1'day Sound effects 13
7 ‘. chosen &
| juhRec%rd narration 1 agy Narration on - 14
e v tape
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task estimated end “objective
duration . objective number
Mix music, narration 1 day Mixed audio 15
and sound effects track com-
' : . pleted
Edit slides 1 day Slides in 16
. proper se-
guence ‘
Synchronilze slides 1 day Slide-tape . 17
to audio track show syn- ; N
‘ chronized

¢

Now that we've listed
we go through the

be do:i§
Jecti

al1l the jobs that need to
jst and determine what ob-
need to be reached before each job can be

“started: -
' i end
task - objective must be preceeded by*
resea#ch 1 100, 3
-script writing 2 100, 3, 1
prepare budget 3 . 100 »
locate photographer 4 100, 3, 1, 2
locate props, etc. 5 100, 3, 1, 2
- locate artist 6 100, 3, 1, 2
prepare artwork 7 100, 3, 1, 2, 6
photography 8 100, 1, 2,.3, 4, 5, 6,
. 7
film processing 9 100, 1, 2, 3, 4, 5, 6,
‘ . 7
locate sound studio 10 100, 3, 1, 2
locate narrator 11 100, 1, 2, 10
locate music 12 100, 1, 2, 10
locate sound effects 13 100, 1,2, 10
record narration 14 100, 1, 2, 3, 10, 11,
, 12, 13 .
mix 15 100, 1,.2, 3, 10, 11,
12, 13, 14
edit slides 16 100, 172, 3, 4, 5, 6,
7, 8,9
synchronize 17 100, 1, 2, 3, 4, 5, 6,
& 7, 8, 9, 10, 11, 12,
’ 13, 14, 15, 16

At this point the flowchart can be put together

guite easily.

We simply go down the list to find the

tasks that can start immediately at the start point,
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100. In this case it's preparation of the. budget, the

end point for which is objective three. No other tasks
need be completed in order to start work on the budget.
Now, from the list we can see that once the budget has

been approved, research can be started. The end point

of research is objective one.

When. the research ig completed, scriptwriting can
begin. This 1leads to objective two. When objective
two is reached, several tasks can be started independ-
ently of one another: we can start looking for the
photographer, props, artist and recording studio.

s

, FLOWCHART" FoR,
N SLIp&-TAPE
PRESENTATION

[

These tasks branch out from objective two on our
flowchart. We continue working down the list in this
way until the flowchart is completed. If drawn cor-
rectly, the flowchart shows the logical sequence in
which fasks must be carried out to produce the slide-.
tape show most efficiently. The project starts at 100
according to the flowchart and ends at 17. Objective
17 §s the terminal objective of the project.

\ .
Iflwe look at the flowchart .carefully, we can see
six difﬁerent paths leading from 100 to 17:

path 1 -- 100, 3, 1, 2, 4, 8, 9, 16, 17
path 2 -- 100, 3, 1, 2, 5, 8, 9, 16, 17 -
path 3 -- 100, 3, 1, 2, 6, 7, 8, 9, 16, 17
path 4 -- 100, 3, 1, 2, 10, 11, 14, 15, 17
~ path 5 -- 100, 3, 1, 2, 10, 12, 14, 15, 17
path 6 -- 100, 3, 1, 2, 10, .13, 14, 15, 17
71




- To determine the shortest possikle time in which
the slidetape show can be completéd, we have to trace
each one of these paths and add up the estimated dura-
tion of each task along the path. Path four, for b
example, requires 22 days. The path that takes the
longest is the shortest possible time in which the
slide-tape show can be completed. In this case it's
path three, wich requires 33 days. This suggests
that we cannot possibly complete the show in 30 days
unleSs we can speed up one or more of the tasks along
path three. 1If, for example, we could complete the
research in six days, the slide-tape show could be
completed in 29 days rather than 33. - :}f, on the other
hand, some task along path three takes longer than ex-
pected, tnen the earliest possible completion time for
the slide-tape show is extended accordingly. 1If the
artwork takes seven days *instead of five, the earliest
possiblé completion of the slide-tape show will be de-
layed by two days.

Path three is called the critical path. 1It's

A

THE PROCESS OF VISUAL DESEGN
Organize information as:

A slogan

An illustration or photograph

A trademark

As the nam} of the event, service, or product
The time, place, and date

Prime the pump by Tooking at many examples of good design.
Make rough sketches before doing final visuals.: The sketches
should be in proportion to the size planned for the final
visual. Experiment with different arrangements of the parts
and with different sizes of lettering. Try diffe;éﬁﬁ}po]or
combinations. Draw the visual full size on tracing or graph

paper. Then transfer the final product to your final copy.
. !/

/
. ‘\ Bii] Wenzel . ‘ iyyi
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marked on the flowchart with heavy lines. The critical
path is defined as the longest path from start to termi-
nal objective through the flowchart. The critical path
tells, you where your efforts have to go to finish a
given project in the shortest possible length of time.
If, as in the case of the slide-tape show, you determine
you can't meet an important deadline given the length
of time estimated for each task, you either have to
elifginate tasks along the critical path, or bring in

e resources to finish various tasks along the
critical path faster than first estimated.

' If you want to go further....If you're willing to
do a little bit of arithmetic, you can determine many
useful facts from your flowchart. In addition to how
long a project is expected to take and what priorities
to give to each task, you can determine the earliest
possible starting date and the latest possible completion
date for each task. From these facts you can draw up a
realistic timetable for your project. As I tell you
how to do this it would sound more complicated than it
really is. If you can balan a cHieckbook, you'll have
no trouble analyzing your flsskha t/ x :

. N

Look again at the flowchart. The tasks of locdating

a photographer, props, artist and recording studio
(tasks 2/4/5, 2/5/5, 2/6/5 and 2/10/2) can't possibly
start until the budget has been approved, the research
completed and the script approved (tasks 100/3/1, 3/1/10
and 1/2/5). These tasks will take a total of 16 days,.
Therefore tasks 2/4/5, 2/5/5, 2/6/5 and 2/10/2 can't
possibly start until 16.days after the project has
started. The sixteenth day of the project is the-earl
start date for each of these four tasks. If the project
starts on March 1, for example, these tasks can't possi-
bly start until March 16. :

The earliest possible start date for task 8/1/2 is
29 days after the project starts. To determine this we
add up the estimated task durations along the longest
path from 100 to objective eight.

The latest possible completion date for a task
tells us when a task must be completed so as not to in-
terfere with the earliest completion date of the whole
project. Actually, we might want to keep two completion
dates in mind for a given task -- the latest possible
completion date, and the early start date of the next
task. It's possible to start a ta%hat's not on the

critical path late without interfed with the earliest
possible completion date for the prOject as a whole.
When this happens we say we have float time over and
above the estimated duration of the task. There are
actually two kinds of float time: Free float is the
amount of extra time available to us to complete a

task without interfering with the early start time of
the next task. Total float is the extra time we can
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take on a task without interfering with the earliest

completion date for the whole project. 1t might take :
a.moTent to see the difference, but it's really fairly

simple.

The amount of free float may be found by substract-
ing the early start date of the task you're looking at
from the gar]y start date of the next task and then
substracting from the result the estimated duration of

, the task you're looking at. \

"

Say you want to determine the free float of task . "
2/4/5. First determine the early start of task 4/8/3
by adding up the estimated duration of al) sks on the
-longest path leading up to 4/8/3. You shoufﬁ come up

* with“21. Now determine the early start daté of 2/3/&.
You should arrive at 16.. Subtract 16 from 21. The
answer, of course, is five. Finally, subtract the’
estimated duration of task 2/4/5, which is five, from
five. From this you see that you have no free float
for task 2/4/5. Tﬁe job has to start on time and can-

THE NEWSLETTER : ki

Qg{egular newsletter. ijs an effective way to communicate
news out your organization to members and jnterested out-

. keep people informed, maintain morale and en-
pf involvement.

A recem® is Survey of public officials, for example,
found that whTTle only 38 percent of the public officeholders
polled sent out newsletters, 59 percent of the public reported:
having received a newsletter. A minority of public officials,
in other words, found the newsletter an effective medium for
reaching constituents. o .

Your newsletter should have an attractive and disiinctive YT L L
masthead, which includes a title, the name of .your organiza- -
tion, and a dateline.

Copy layout should be neat and consistent.

Newsletters can be mimeographed ov offset printed.

Information in the newsletter should be simple. -

, The copy should be newsworthy and timely. Think of impor-
tant events the organization wants to stress. Make each item
short and use newswriting style that is clear, concise, and
readable. ' :

Ideas for stories might include facts about the organiza-
tion, brief profiles of the people involved, the organization
goals and problems. What programs are coming up? What events
have just occurred? What issues will interest your readers?

Your readers' needs and interests combined with the com-
munication goals or your organization should determine the
content of your newsletter.

s -
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not take longer than estimated if you are going-to
start the next task at the earliest passible time.
Task 4/8/3, on the other hand, ha$ five days of free '
float. See if you can calculate it for yourself, .

early early ‘ estimated
_ start start duration
free float = date next - date this - this .
s task task task -

Total float is an indication of how long after
the early start date a task may-begin or how much
Jonger than estimated a task may take without jnter-
fering with the -early completion date of the entire

project. . ..
- '  late early estimated
completion start duration 4
total float =date of = this - this . B
this task task task

tract the garly start time, 16, from the late comple-
tion time, 26, which gives 10. “Then we subtract the
estimated duration of task 2/4/5, which is five, and
Vo we find that we have five -days of total float. This
means that we can start task 2/4/5 five days late or
take five days longer than estimated and still fiot in-
terfere with the early completion date of the project.

( >
To find out the total float of task 2/4/5 we SUb."i

Since both require only addition and subtraction,
the mly difference between balancing a chackbook and
analyzing a flowchart is that there is.a great deal
more arithmetic to do if you have a large flowchart.

. It gets tedious to do all of the addition and subtrac-
o, - tion needed to figure out the length of the critical
path, early start ~late. completion dates,.and
:ff:::::::ﬁ::ﬁﬁ:eg:iisazﬁi%¥£€¥%¥9:%§§Fﬁfsd-ﬁfofessionais use com-
puters. Even a very complicated flowchart can be
analyzed in ten to 15 minutes. Computerized flowchart
analysis is wigﬁgy used in business, so ask around

among your busiMess - or-emgimeering Feyends and you
" should-be able td find someone who will run your flow-
- chart through their computer. '

Once yu've analyzed your flowchart you're ready’ '
to make up a timetabl é,a;u%,t,,i,g;,axmu&enﬁmmw:ma
L Yyourproject 'by"a particutar ate, SvartTat the terminal
objective, assign your deadline date to_it, and work
. backward, assigning calendar dates to early start
.+ dates and late completion dates for each task, counting
backwards on the calendar. When you arrive at the
start date, you know when your project has to start to
. end on time. \ o ' . 3 ‘

The other Way to do it is to start at the start
point, assign an actual kickoff date for the project
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‘gether, tell us when every-single task. .in the\gampavgn";

-

and work forward, marking early start dates and late
completion dates for each task as you go. | P &

One idea that's. useful to keep in mind is that you=s
can develop a master flowchart for your entire campa1gn;\ue
representing large tasks such as producing a slide- tape i
. presentation or organizing a conferenceaas single line '
on the chart. The master flowchart shows the re]atlon-
ship of all the various programs in thé. campaign to.
one another. .Then, later, you can make iore detailed

)

f]owcharts for each individual program in the campa1gn"4«;

-as we've done im the previous examplg. These flow-
charts spell out the specific jobs that need ‘to be done
to .carry ‘out each program. . L {0

601ng ck to Chapter S1x, we m1ght take the
«various programs indicated in the, med1a se]ect1on atr1x
fqe example, and-arrange: them inth a flowchart. The
xre§u1t1ng flowchart may tell us that publicity. haswtd
be arranged thm?ough the school assembly, the bu]]etfn
. boards,and the PTA newsletter Jong before safety day
ég%we are going to have good attendance. Now, once .
master flowchart is designed, we make up ébtailed;_‘
“f]owcharts for each separate program indicated on the*'”
media selection matrix.. These flowcharts, takén to-

. has to be done and gives us the format1on we. %eed to Q.

‘start developing .an wcurate bu t o
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Chapter 8 - :
. . . ¥ )
) ~ Budgets,for paupers and princes v o .
. \' ' °

f s

: LS L

The very word, budget is enouﬁﬁft@ send stomach
acid surging\through the innards of the most mild of
manner.. Budgets fall_in with diets, exercise, and
reading Shakedpeare -- people who can stick with them
for more than )two weeks deserye licorice Tollypops,
thumbstretchjirng or worse. e '

In public communication, budgets are more impor-
tant than typewriters and cameras. - Money is .usually
the most difficglt resource for a community “organiza-
tion to come up'with.. Yet it is the easiest resource
to squander, If you canSider that a dollar bill is

o only as good as the wisdom-with Which ‘j#'s spent, then

- a budget should be considered a font’dgg;1§d05“since’it
i reflects the total knowledge, skil] andjudgemeft of NS
the communicator. A budget repre¥ents.-a 'very .redal com- '
Witment to a prticular communication strategy.- The

/ - budget more than anything else determines whether a Ty
A ~ public communication campaign results in maximum in- - ‘
/ .~ fluence with the audience or little more than a heap .-.. .
A * of scrap paper and a bucket ot hot air. S A A

Campaign budgets &mggpét together for two
First, they determipe how much money is needed
ry out a particular campaign stratdy. - Second, t ey
are used to determine the most effective stratédgy that

' can be carried out for a~given amount of money. A
o well-conceived budget gives potential contributors to
- your camltigﬁ confidence that you know what you're do-
ing and Wbtivates them to give you tHeir fullest sup-
port. Further, it gives . you confidence that you're,

., getting the most:value from every dolTar Spent and
~makes you feel bettq . about asking other people for

1

F*i ' money..” : Dy ’ . : h @é B
L ,! There are four major sections szgéyaépaign bud- ! ,;




get -- admlnistrat1on pr uction, distribution and
evaluation. z .

The .administration part of the budget 1ncludes all
of the overhead costs of the campaign such as rent,
phone, utilities, salaries that are not directly at-
tributable to production; distribution-or evaluation
of messages; and misce]]aneous postage, travel expenses

..and subscr1pt1ons

. ment rental.

The production part of the budget .iWcludes all of
the costs associated with the design and production of
messages such as writing, artwork, photography, pr1nt-
ing, sound studio rental, film, aud1o tape and equip-

3

The d1str1but1on part of the budget includes all
of the expenses associated with getting messages out
to the audience such as broadcast time, advertising
space in pub]1cat10ns, postage for direct mail; motion
picture pr1nts or”"up]1c5te audio or video tapes, rent-

2/ '

3
NORKING WITH PHOTOGRAPHERS

. Words and pictures together offer an effect1ve means of
+ communicating. Photographs can be used in booklets, brochures,
magazines, newspapers, posters, and flyers. Slide presenta-

tions, movies, and te]ﬁ¥1s1on also depend on pictures for

~effective communicdtio

1 When the services of a photographer are needed, keep the

following points in mind:
Tell the photographer exactly what kind of picture you
want. Be spec1ficﬂ:ﬁpo you need a horizontal or vertical
shot? People looking'1eft or right? Head shots or group

% shots? What action shots do you need? Also, tell him the

intended use of -the photos. .

2. Make all ‘necessary arrangements ahead of time. Be ‘sure
the people to be photographed will be present when the
photographer arrives. Pick a Tocation convenient for
both parties, whgnever poss1b]e P

3. Consider the photographer's suggestions. He knows his art
and he'1} be more than happy to help. '

4. MWrite down the namggzof all people 1n the picture and spell
them correctly. If-there is a large group, it is helpful

<to bring a]ong?;asmall cassette recorder. Ask each per-
son his or he me agd spell it out.

5. Order what yi eed. sk to see contact sheets before
ordering prints.: Most- publfcatilins require 8" x 10"

© glossies pr1ntbd full: frame. Cropping can be done later.

6. If the photographsaaré to be used. for commercial™urposes
.prepare releases fqr'peop]e being photographed to

accompany the p1ctures o .
I .
- Vi
™~ . P . €
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al. of projectors, tape recorders, facilities for

public meetings.
. » .

Evaluation includes all of the cost:s associated"

with determining how well messages and media channels

work such as design a:ﬁjbretestind of suryey instrus .
d

ments (questionnaires ata collection,and computer
time for tabufating survey responses. T S

A

[ R
| i

A good budget anticipates every possible cost in .
a campaign -- from security guards and portable totlets ,
for an'outdoor eWent, to parking tickets and coffee for -

a f¥lm production crew. Further, -a good budget pro-.
"vides ‘one and mly one category for every possible ex-.
pense. Minally, a good budget incMides 10 to 20 per
ceRnt %tingency in addition to all anticipated expenses

to:all0w for inflation and the unexpected (we're all
A human).
. ‘L( . .
_Edch of the four major categories is subdivided
into smaller logical categories. The production cate-
gory might be broken down into publications, audio-
visual and special events, for example. Each of these,

’- N 7 in turn, might.be broken down. Under publications
g7 midht be listed newsletter, bfochures, direct maid,
& o s releases. Eagh of these categories might be

-d n-~‘fUrthe'r- ‘into writing, photography, artwork,

"tINg and printinge§ And, finally, within each of
;ategoyiQS/ind-‘iv,ij_dual 1tems might be listed as
s . 4 S ’ “l, ’ . . '

[ %

ST ~
-

..&_"i.'-' ” : . cost - total
n. / per unit  cost
3 'E:', . . : " al:
- (TReelance wr‘)t_éer for - - $10.//hr.  $100,00
'~'§Q"‘00hur§' _},\;1‘/', » v ’ - -
- Recording tape, 5-in. '$1.84/ea) 36.80

s reels Scotch 111
LT kc g
."I,.g%'!n'i_ze} o' r:\,',buld t" depends on the speci-
¥ bt youn/c atgr T e I '_tbe:%ﬁrd‘dxuction categepry,
..éxanﬁ"r‘]'e,’ﬁ'ggﬁsp’eo’i*".'Eo,sé gitegories you list
d upon I-t'he':"tech’ni‘t 3 eq i'r%nts of the media you
Afg.” Mg 1 b 1/ ig@logical, clear,

B : engive ybu ‘cap't’ s too far wrong.
i‘_f\ l‘;\r IRNEEE AN ‘i\._,, .o ' 5
PATSERAS \ ¢ "~ .

AN ) ; ¢ ,.-~ .V"

i fif\}tu‘]tf%i"éﬂ%ﬁl_yo;i;"1],"En.-
@ budget 's| kn&in yhether or -
] Ve, Co\ 2l .of -thé paessibletexfens e‘areas.
%:h?e‘re_@oumﬂgwchait pays off,infgpades. - A5
,_e\af‘]'g«;jar't&y()u‘.\ie developed ‘fr:each.program

ca ign ‘
i

N}
o ¥

1

“Qut’ a work pTan¥tng -sheet 4oy
i "gs eagh. flowchayt, = The work -flan--
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qu1red by whom to carry out each taskw ‘as we11 as
SpeciaT facilities, equipment and”mgte»ié]s. Each of
these iitems can then be costed gutgsged put: into the

‘prOper %ategory in the budget. Blexample next page)

‘ " the wobk p1ann1ng sheets wi
ister the,work schedules for-;;o?
organ1zat1on ;

Fn your campaign

;;? Another d1ff1cu1t prob’é 9L ' 11 come, up with in
1ay1ng out yur budget is finding -out how fuch th1ngs
cgst.,  The best you can do if you lack experience is
_to use the yellow pages and make a lot of phone calls
T to vendors Keep in mind, however, that most -items
,you '11 use in your campaign e subject to considerable
price negotiation. This is particularly true of sala-
¢ uries and creative fees, printing, broadcast time, and
advertising space in publications. But even the price
of such items as film, audio tape, paper, .and computer
time can be negotiated if you're going to.be using
. reasonably large quantities. With this in mind you'll

PHOTO CAPTIONS

f?thotogfaphs accompany a press re]eaye‘o; a news story
being sent to an editor, they require a caption. Most print
media require 8-inch by 10-inch glossy photos. theck with the
editor for exact dimensions. : -
Type a cabtion telling Qho, what, where,:why, when on
 white* pﬂper The caption shou]d expand’on and c]ar1fy the
visual information in the photo, qnd not just duplicate it.
*Use rubber cement to attach the caption to the “back of the

SO help you admin-

>

——

-

. ¥
¢ photograph1c print. Don't use paper clips and don t write
w1th bayigp1nt on the back of~the print--you might damage
- LA . ~
. me1mg ;ﬂ( - - ‘ ¥ X
’ "):J? - 8 - :‘% )
' . Caroline Soule : ’
# i vh i
" . & ¥
a '&,:" “ , i >
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: find that,”it pays to s around, to get several quotes .

or bids for each major area of expense in your campaigp.
The money you'll save will buy you that .much more )
coverage. - . N S

If, your%ause 'is popular and just, you'11 find
that lpahy of the items-that you'd normally pay for will
be doMated to you free of charge. It's a $plendid idea
to budget and account, for each of these items just as
though you were paying full market value. This helps - #
you keep track of your real costs and prevents people
i in your organization from taking for granted the &

.beneficence of ﬁgur patrons. i -

Your.first \budget may be somewhat difficult to
put together, but once you've collected a bit of ex-
perience 'and a fifle drawer filled with price sheets
and catalogs, youw)ll bang out.a budget faster than
Bufferin whips ge aghes. Then your only problem is
to stick to i*. o

g.
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TASK DESCRIPTION

TASK START TIME

END TIME_J ,fjﬂﬂ/ . gtis TyMe__ M
k .

" FREE FLOAT TOSMAL FLOAT
*m’::.‘

TASK DESCRIPTION:

RTING REQUIREMENTS: ' ’

FOR COMPLETION:

@

h‘”*i R o B *
~ «ESTIMATED MANHOURS: -

SPACE REQUIREMENTS: & '

SPECIAL EQUIPMENT NEEDS:” ‘i} Gt hkl

!
= h .

ESTIMATED BUDGET:

»
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- Chapter 9 |
<}' The map 1s not‘fﬁi;territdyiﬁﬁl

Evaluate! Evaluate!

Although we've talked about the importgnce of two-:
way communication several times in this book, you'll,
find that it's difficult-tq hold a sprightly two-way
tonversation when mave 'pedid such” as radio, television,
newspapers, and magazines -get into the act. Without
mass media, however, it's’difficult to talk with alq
the peoplte you might want to when you're trying to )
change the schools. If you're going to use mass media,
xét have to find ingenious ways to let r audience
talk Jhagk. The only way to do this -ig'by designing
feedbdck channels iWto your campaign Pght from the
very beginning and by doing continuous audience re-

‘search. The importance of this can be illustrated
with an apocryphal tale:® :

Citizens to Return Morris D;Rcigg to the Schools,
a small but vigorous grass-roots organization, decides
g to launch a massive publicecommunication campaign to o
‘ T help its cause. The diregtor writes long tracts on ji‘
F A the conspiracy against Morris Dancing in the educa-
R - tional bureaucracy, passes them out in subways during »
T rxgz hour, and takes .to calling the editors of the 4

Tocal newspapers at 411 hours of .the day and night. !
After. a month or so the director notices that the ex-
plosive mass movement that he'd expected to towth off
. amounts to little more than a complaint4 from his wife
- . .+ about the telephone bill. So he decides to step up his
Wi oy efforts, He pastes bumper stickers on all the cars -{n -

T % the- dowmtown parking_ lots and nails up posters on te'lésj
.+ Pphone poles all over, town. This brings him‘a call from
L the Chief of Police which.he takes as further evidence

~ of" "the 1insidious €eonspiracy he's been fighting all B

along.
. i — ’ig
His e?&orts are now chargedewith rengwed zeal.

" He mortgag#is his house to buy television time to carry
g,
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., Nis message to all the people, but before he can carry
“out his televised tour de force his wife and family
psychiatrist whisk him off for a quiet rest at an ex-
pensive resort beside the sea. .

Now if the director had bee2=%1sten1ng to the
people he wanted to talk with,h oul ave realized
that the last thing he needed was more communication.

~smdeed, the more he communicated, the worse his prob-

s becampe. O0ften when people don't listen or respond
to your messiage it's becauce they don't want to listen
or respond. When this happens there's invariably a
reason. If you raise the pitch of your communication
efforts you may merely make them mad, rather than break
through. If you can find ¥Rt why they don't want to
listen, on the other hands4 you can change your tack
aqd-sometimes sprike up a p{etty rewarding conversa-

vzlon! But to find out why, you have to listen. Just
s a map is not the same as the territory, your ex-

- pectations of results in your campaign are not the.
same as the real thing. If you want:;to know where You

o

PLAN A PRESS CONFERENCE

What .is a press conference?
When you have Tmportant news to share you can ask represen-
tativeés of all the news media to meet with you to receive the
| story. If your story is worthwhile, You are providing an sim-
'W portant service to working reportersiby giving them an oppocr
tunity to get the facts, ask questions, and become familiar

withié your organization. .

ﬂmn should you hold a press conference?: .
P You should only hold a press conference when you have {h~
" pbrtant news. This requires se@ond-guessing the assignment
editors and working reporters. If the editors or reporters

don't think your .story is important, they will resent the fact )
that you called a press conference and will ignore you in the . \\\;

future. . N .
A pregs conference might be called when you are introduc-

* ing a con¥roversial individual or idea, initiating a long
series of events or a project that will effect a Targe number
of people in your community. Rule of thumb: If your news can
be adequately handled in a press release, use a release rather
than a press conference. 7

. v W . :

Wihere should it be he1d?¥ | i .
—1f you are opéning a gallery)for student paintings, hold ,

your conference among the paintipgs. If*your speaker is pro- b L

b

testing the building of a new jousing complex, stage your
conference amidst the construction. Where is the hub of acti-
vi®¥?: That's wherg your press conference should be. On the
‘other hand, don't hold your conference in Timbuctu:” Repor=
P ters won't go too far out of their'way to gp} a story unless .
. it's truly earth-shattering. ) \ r
) t
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are at any phase of your campaign, evaluate and con-.
tinue to evaluate from beginning to end. .

Evaluatfon of your campaign is based on your ob-
Jjectives. If your objectives are well considered, they
will tell you what to evaluate and when. As you'll re-
call, an objective is a measurable or observable point
of progress that you must reach by a specific deadline.
Evaluation, then, means measuring what you've actually
achieved against what you'd hope to achieve. And,
further, if you find some discrepancy, you must do the
necessary troubleshooting to bring your campaign back

on th!track.
tually, you should hd!ktake anything for granted
in your campaign. If possible, measure whether or not
your theme stimulates the associations in the audience
that you want. How well does it catch their attention?
How memorable do they find it? You should measure the
attention-winning value, the comprehension value, the
inflyence and the memorability of every message you
put out with respect to your audience. You should fur-
ther measure the reach and effectiveness of every com-
munication channel you might want to use. .
Unfortunately all thig’measurement i3 not as easy
© . 8s one would 1iK®. For 6ne thing the available tools
v woo-dre relatively cnude. Themes and messages are often
- evaluated by bringing together'a representative sample
% Of the final audience jand exposing them to the theme
or mssage:- Then tﬁ?f are interviewed in depth about
the associations and meanings they've drawn.

. The effectiveness of communication’channels is
’@, often measured by scientific surveys teg-determine who
uses them when. Again, careful surveys require you to
idéntify a small representative sample of the fiilT
audience you want to reach. ' : »
Sometimes .communicators want to know about the
»content of various media channels. You might want to
know how the newspape*g cover the schools in your area,
@ for example, or what kinds of commercials are being
televised for chi¥dren. One would use content analysis #-
~for this 'kind of problem, which requires that ydu draw
o @rstatistically representative sample of the Targgrﬂbody
//av’g “uf-material and systematiclaly count or measure the Yy
D various features of content that you are interested in. e

S
S

Careful, controlled sc‘ianrj_f,ic measuremenfiids time-
consuming, expensive, and techfiically demandind® Many
good books are available to help you design objectivé -
interviews, experiments, surveys or content analysis

~studies. You might start with Facts For A Change and ,

" ..Facts ,ad Figures..

e
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In addition to formal measurement, there e ?
many ways you can measure results informally. "oy / (J
have to be careful when you do this, of course, be-
cause it's easy to see what you want to see rather
than what's really there, but if your powers of ob-
servation and intuition are keen you can often get
a good;sense of the effectiveness of your campaign
from bits and scraps of information that come your way
informally. -

/
. One course of information is to listen to what 5
fr1ends. and acquaintances have to say. If you let . e o
your friends know that you're after honest evaluations,; “ﬁjww, e
:?tZerfthan flattery you're more than:likely tg get the o - o "l

nd of constructive criticism you need of ‘thdpgs you o
ﬁ;ite, say or do. “ﬁgg"y oo ’
When you talk with people in.the cqmmunity, ask

them abou; their views abou ducation, the media, your
organization and.other orgal ations. -Bring' hese

questions up.casually in conversation and you'll often
. €

T

PLAN A PRESS CONFERENCE (continued)

H out scheduling?
ep media deadlines in mind when scheduling your press
cofiference. If you want to make the six o‘clock news, hold

ydur press confergnce at one o'clock or even earlier to give
TV reporters time to process and’edit the film and write the }
story. If you want to make your town's weekly paper, keep in .}
mind 1ts Monday or Tuesday deadline. Also, check with a few~ |. « .

. editors to see what other news you might be up against. If. -
the PréSident or Secretary of State is in town, your story is
likely to get swamped out. .

" On_invi tisgigthe press . . . - v B g
First a word of advice: Don't limit yourself by inviting
only the most obvious members of the press. Could your event.
ifiterest a financial reporter?. How about consumer interest?
Consider all angles. By inviting a variety of reporters you
increase your chances of coverage. .
Invitations should be sent 10 days to two weeks in advance.
They should be accompanies by a fact s _Or release
describing the event. Follow up with, aacall to the
editors two or three dayg prior to th hce; call TV
stations .a day in advance. | ' o
. ‘ . Q

Laurie Beckelman
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*
tap rich wells of perception, ideas and feelings. While
you shouldn't regard these contacts as representative
of the entire community, you should allow their percep-
tions to expand your notions about how people in the
community feel. It's especially important to listen
to what they have to say rather than put answers in -
their mouths,

In every message you send out, try to build in
oOpportunities for people to respond. Give people a
name and number they can call. When they call, ask
how the, heard about “your organization. Keep records
of who hears about your arganization how.

-

Monitor the media sy®tematically. Get different
people in your community to monitor different néhspa-
pers, magazipes, and broadcast stations. Keep records
of wo coveJ what and how,

Organizgpg fact-finding and discussion mee‘.hgs‘
in your community to provide an opportunity for out-
siders to express their own opinions and ideas. Re-
spect these opinions and follow up whenever possib]g.

For every word you say, listen to two from some-
one else. Listen in'every quarter of your community
every chance you get. Stop the mouth motor for a. ,
while and start the ea motor. Now you're really com-
municating. S n

So long. Been nice talking with you. Now I've
got some listening to do;_

N
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‘Books = -

Bagdikian, Ben H. The Informat1on Machines: Their Impact on Men
and the Media. New "York: Harper and Row, 1970.

5 “The past, present, and futuré of the communication media,
sponsored by the Rand Corporation and written by the assistant
managing editor for national news for the WASHINGTON POST.
Discusse commupication satellites, computetrs, conglomerates,

the future of print and the long-range impact of high density . mi;;

communitation intervention on American socieﬁy. .
Berelson, Bernard, and Morrjs Janowitz, eds. Reader in Public
Opinion and Communication. 2d ed. New York: Free Press, 1966.
Over 50 articles by social scientists on theory of pub!1c
op1n1on, formation of public opinion; impact of public opinion -
on public pol}cy, theory of communication; communication med1a, et
structure and control; communication content, audiences, and <% -
effects; communication and democratic objectives; and research. ~¢;-
Head, Sydney ‘W. Broadcasting in America. A Survey of Te]ev1‘%
and Radio. 2d rev. ed. Boston: Houghton,Mifflin, 1971
Background facts on broadcasting in the U.S. Discusses .z>"
economic structure, regulation by government and industry, inter-
media relationships, role of advertising and its effects.. Appen-
dix compares TV, radio, and motion picture codes. - Bibliogranhy.

Johnson, Nicholas. How to Talk Back to Your Telev1s1on Set.

Boston: Little, Brown, 1969.

N Reminder-that the public owns the airwaves. pics. include:
' "The Media Barons and Public Interest," "New Attitudes, New
~a.tipderstanding, New Will: The Media and the Unheard," “A Con-’
s cept of Communicatiapgs; A Systems Approach," "Communications
ﬁ'and the Year 2000," pTus "What You Can Do"to Improve TV."

Klapper, Joseph.T.. The Effects of Mass Communication. New York:

Free Press, 1960.

-, Analysis of‘ﬁesearch on the effectiveness and limitations of
-/1ﬁass media ip uencing the optnions, values, and behavior of

. their aud1ences 81b11ography

‘.3?,,

Pyt RS

Peterson, Wilbur, comp. 0rgan1zat1ons, Pub11cat1ahs and Direc-
tories in the Mass Media of Communications.- 3d ed. Iowa City:’
University of Iowa, School of Journalism, 1965.

Data on 235 organizations. Lists principal periodicals and
information on each. Includes broadcasting, and newspaper unions.

e
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Schraﬁn,‘wi1bur.and Roberts, Donald F., eds. The Process and ;
Effects of Mass Communication. Urbana, [1linois: University of .-

T1Tinois Press, T977. : * .
Communication research and theory of -the last 15 years, p}us
f audiences of mass communication; effects of communication on =,

attitudes, politics, sublic opinion and social change; technolo-
gical future of mass communication. Bibliography. ‘

‘Zinbardo, Philip, and Cbbe B. Ebbesen. Influencing Attitudes and
Changing Behavior. Reading, Mass: Addison-Wesley Publishing Co.,
1970. — ST

Attitudes and behavior from a social psychological apprbach
" and practical, problem-centered focus. Areas inc]gde edgcat1on,
WWIT German propoganda, prejudice, and overpopulation. Bibliography.

Periodiodicals, directories
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Bacon's Publicity Checker: Magazines, Newspapers. Bacon‘s
C1ipping_Bureau,¢m4 East Jacks Blvd.,*Chicago 60604. annual. .
L¥sts publications using“publicity magerial. Lists amd
analyzes trade, farm, dnd consumer magazines + daily papers. -

Broadcasting: The Business Weekly of Telewision ‘and Radio
Washington, D.C.: Broadcasting PubTications, weekly. ™
Best known trade journal for the_broadcasting industry.
' ~ Seldom critical, usually defensive % industry, gives ample
coverage to the week's happenings in_mpre-detah@ than depth.
e ~ - = --An extremely useful- featuyre "{s *Por>the Record,” Tisting &4T1 =
new television stations and changes ifr status of TV stations.

Broadcasting Yearbdok. Washington, D.C.: Broad@éiéjdg_ ubli-
cations, Broadcasting-Television Bldg., 1735 DeSatés, NW. Annual.
Year]y’&gpp]ement to BROADCASTING magazine. Sepdrate directo-
ries of tele¥ision and radio stations in U.S. and C including
ownership ag? personnel. Includes education stations.

experimentad TV stations; transfers of TV ownership; pendin
application television structure and statistics in over
foreign countries; equipment andAFCC rules; executives; govern-
ment agencies concerned with broadcasting; associations, socie-
ties, unions and labor groups; attorney$ and consulting engineers; .
professional schools, colideges, and universities with broadcasting
programs; bibliography. W™ ° : :

B

Business Publications Rates'sand Data. Skokie, I11. Standard
Rate & Data Service, Inc.., 5201 01d Orchard Road. Monthly. |
« Lists U.S. busigess pub]icatﬂqqzvé;rétes by subject.n e

Consumer Magazine and Farm Publication .Rates and Data. Skokie,
IT1. Standard Rate & Data Service, Inc., 5207 01d Orchard Rqad,

\ Monthly. ) . )
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W . . .
Demographics Report Mamaroneck, N.Y. ‘Daniel Starch & Staff,
Inc. annual. .

Often called Starch Report. Readership analysis.of 60 popular
magazines. Data derived from probability sample of over 30,000
households. Includes readers per copy by age, sex, marital status,"
education, occupation, income, size of household and metro VS.
non-metro markets.

Directory of New;papers and Periodicals. Philadelphia: N.W.
Ayer on, annual. o

Directory lists daily and weekly néwspapers and periodicals
published in U.S., Canada, Bermuda, Panama and Philippines.
Gives frequency, political leanings, subscription rates, circu-
lation. Arranged geographically and by subject.

Editor & Publisher International Yearbodk New York: Editor
& Publisher Co., annual. :

‘ Subtitled "The Encyclopedia of the Newspaper Industry," a
supplement to EDITOR AND PUBLISHER MAGAZINE. Lists dailies in
u.s. and Canada. -. Includes advertising po]icy and. editors.

The Ga]lup Opinion Index - Political, Social, and Economic Trends.
" Princeton, N. Y.: Gallup Internatlonal, Tnc., monthTy. .
Reports results of monthly Gallup opinion polls.

Journalismiguarter1x: Devoted to Research in Journalism and L
Mass Communication. Minneapo}is: University of Minnesota,

School of Journalism, quarterly. ,

‘Articies on mass media and theory. Includes international
communication section, book reviews, journalism research, and
.journalism’education. Bibliography of recent journal articles,
from U.S. and foreign countries. .

~

Journal of Broadcasting. Nash1ngton, D.C.: Association for

Professional Broadcast1ng Education, quarter]y
Articles on issues, research, law, educat1on, and litera-

ture 1in broadcasting, 1nc1ud1ng "Books in Review."

National Directory of Weekly Newspapers. ‘New York: American
Newspaper Representatives, Inc. annual. -

Weekly,. semiweekly, and triweekly newspapers in U.S. .1isted
alphabetically by statg and city. Gives circulation, ad rates,
industrial characteristics of area. :

Network Rates and Data. Skokie, I11. Standard Rate & Data
Service, Inc., 5207 01d Orchard Road, 60076. Annual.

Lists national and regional radio and TV networks with
stations served, ad rates, and.technical jinformation.

Newspaper Circulation Analysis. Skokie, I11: Standard Rate
and Data Service, Inc., 5201 01d -Orchard Road, 68076. Annual
«~ Newspaper circulation data by geographic, county-by-county
- metro area analysis and by city zone, county, and metro areas. .

Newspdper Circulation & Rate Trends (1946-1968). New York
.- Association of National Advertisers, Inc. P 155 East 44th St.

10017, 1969.
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by . . _ .

. " Aggregate circulation and rate trend of all U. S English-
language daily and Sunday newspapers and individual papers. w1th
.over 50,000 readers.

The New York Times Index:, The Master Key to the News. New York:
New York Times Co., seminonthly with annual c@iuTation.

Since 1913 this index has summarized and classified the
contents of the NEW YORK TIMES alphabetically by subjects, people,
and organizations. Recently the TIMES has produced the index file
back to 1851. Va]u@ble source of 1nformat1on about mass med1a

- and advert1s1ng

N\ ¢

Ogilvy & Mather Pocket Guide to Media. 4th ed. New York 0gilvy
& Mather Inc., 2 East 48th St., New York 10077. 1971.

Dimensions, audience, and posts of major media. Gives TV -
ownership, audience, top -10Q markets, NAB Codes; Radio ownership,
audience, cost; consumer magd®ine circulation and cost; neWspaper *
supplements, comics, readership.” Information on outdoor, transit, .
and direct mail media Glossary and list of syndicates.

\ Readers' Guide to Periodical Literature: An Author and Subject
Index. New York: Wilson, cumulative.
~ An index to articles contained in general consumer magazines

and some scholarfy and trade ones. Articles on mass med1a from
major po]1t1ca] interest and news maqaz1nes.

Standard Periodical Directory. ed. Leon Garry. 3d ed. New York:
Oxbridge, 1969. ‘

» Subtitled, "The Most Complete Guide to United States and
Canad1an Periodicals...Information on more than 50,000 publica-
t1ons Alphatical 1ndex to titles.

.- - Variety
. Among trade journals, VARIETY of fers p1cturesque language and
ot ' gomprehernsive’ coverage of ‘motion pictures, the recording industry,

broadcasting, and "show biz" in general. Reports news, interprets

trends ,and government dction in entertainment 1ndustry&}ERev1ews
y f11ms including fore1gn, underground domestic,_and comhercial.

The Wall Street Journal Index. New York. Yow-Jones, monthly.
Index to New York edition of the WALL STYREET JOURNAL. Reports
trends in mass media and prov1des business 1nformat1on .

» The WOrk1ng Press of the Nation. Magazine and Edltoria] D1rectory.
. Vot. 2. Ch1cago National Research Bureau, annual.
L1sts magazines for public relations people by interest and
alphabetically, with name, address, phone, deadlines, circulatien,
subscription rates, and editorial and circulation ana]ys1s.

The Working Press of the Nation. Radib and TV D1rectorx
Vol. 3. Chicago: National: Research Bureau, annual.

" Detailed information on. radio and TV stations, networks,
radio-and television programs, sports d1rectors, film buyers,

newscasters, and program _personnel. .
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I.R.E., PUBLICATIONS
ORDER BLANK

+

" No. copies , ’ ' ' . Price

ACTION RESEARCH: A  NEW STYLE OF POLIfICS IN EDUCATION
.by Parker Pa]mer and E1den Jacobsen, 1975, - $1.50

THE COMMUNfTY AT THE BARGAINING TABLE"" .
by Seymour Sarason ‘and- an I.R.E. ‘Study Team, 1975 3.00

TOGETHER: SCHOOLS AND COMMUNITIES

T by Miriam Clasby, .1975. L 4.00 " __
CITIZEN ACTION IN EDUCATION, quarter]y Journa} )
vvof the Institute for Respirsive Education \ 5.00/yr "o

-~

**FACTS FOR A CHANGE Citizen Actlon Research for - . .
Better Schools by Bill Burges, 1976. 5.00

**WORDS, PICTURES, MEDIA: Communication in E&uqa~
tional Politics by Lloyd Prentice, 1976. - 4.00

" **FACTS AND FIGURES: A Layman's Guide to .
Conducting Surveys %y Bill Burges, 1976. 4,00 .

**COLLECTING EVIDENCE: A Layman s Guide to Parti- : _
_3§“ cipantIObserVation by Ferreira-and Burges, 19]6. 2:00 .

o **YOU CAN LOOK IT UP: Finding Educational _ b
‘Documents by Bill Burges, 1976 T ' P
@ N ’ v
\kHOOLS WHERE PARENTS MAKE A DIFFERENCE
l ed1ted by Don Dav1es . . 3.95

-**Pub11cat10ns starred are part of set ca]]ed FACTUAL POLITICS.
Total value is $17. 00 but if a1l f1ve are ordered. together, i

price is $14. 00. . .
Jes, I would like sets called FACTUAL POLITICS
. . ES . N . . ) ,~>
v t ! ;
To order, please return this form with payment to: .y )%
' v .+ Institute for Responsive Education .
“ ., 704 Commonwealth Avenue . o ‘te S
TN ‘Boston, Massachusetts 0?315 . :3
Your name . S e B LT
R NG - : ,\ - , - — 7
‘Address . ‘ ‘ ' .
City . . /\v:Statf 5 ‘Eia '
oved ! T -
Enclosed is. my check/ fo W - Please bill me.
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OTHER 1.R.E. PUBLICATIONS ' \

CITIZEN ACTION IN EDUCATION, quarterly journal of the Institute. New models
“and ideas for citizen involvement in schools from Alaska to Florida are
reported in CAE. For citizens and school people who believe that.citizen
involvement in school decision-making creates better schools, $5.00/year

ACTION RESEARCH: A NEW STYLE OF POLITICS IN EDUCATION

_ by Parker Palmer and Elden Jacobsen; 1975.
A citizen action research program helps citizens define issues, get the facts,

_ determine what needs to be done, and then put plans into action. It is involve-
ment and research--putting community power to work to solve community and edu-
cational prob]ems . . $1.50 .

THE COMMUNITY AT THE BARGAINING TABLE

by Seymour Sarason and an I.R.E. study team, 1975

Citizens are locked out of the bargaining process which determines a widening
scope of education p011cy This report proposes f1ve alternative models for
commun1ty 1nvg1vement in bargaining. . $3.00°

TOGETHER: SCHDOLS AND COMMUNITIES

by Miriam Clasby, 1975. ¢
- handbook and resource directory developed from aproject in Massachusetts to
'Study and encourage school/community colltaboration. Incliudes suggestions for
for adv1sory councils, organizations, and schools and community people

interested in '"getting it together." $4.00
PATTERNS OF PARTICIPATION ' ) - o :
Report of a national survey of citizen part1c1P ~inn in educational decision
making, 1975, is no Tonger available from I.R.E. : ~ copies, send $4.43

(hard cover price) or $.76 (microfiche) to: ERIC .. yment Reproduction

Service, P. 0. Box 190, Arlington, Virginia 22210 dnd ask for document
number: ED 108 350, R .

CITIZEN PARTICIPATION IN EDUCATION ANNOTATED BIBLIOGRAPHY . A

by Don Davies, 1974. ,
Not available from I.R.E. For c0p1es, send $7 50 to ERIC, Superintendent of
Documents, U.S. Government Printing Office, Wash1ngton, D.C. 20402.

SCHOOLS WHERE PARENTS MAKE A DIFFERENCE

edited by Don Davies . s g
"From Arizona Navaho schools to a "dream schoo]" in a wealthy San Francisco
suburb tqQ inner city schools in troubled Milwaukee, parents are dec1d1ng what
kinds of schools they want, how they want them to operate), and in many cases o~
>digging deep into their pockets angd scrambling for outside support for them. "~
Diane Divoky, co-author of The Myth of the H gxgeract1ve Child, opens* thé book
with a chapter about Lagunitas, a 500-child district in northern C Iifornia.
Lagunitas offers three very different kinds of education to parent:}\ill_1n
the same school. They have a choice between Wery openand very traditional
classes, with "Academic Plus" in the middle. Boston Globe editor Muriel
Cohen reco ccesses -and failures of citizen groups in Bostan's torn
system. And Jim’Branscome, a newspaperman in Tennessee, spins together his
experiences in West Virginia with a federal program gnd a rural school district. .

$3.95
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